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EDITORIAL
Apart from one speaker's remark that 'theatre is 
dead' passing without murmur, the recent Austral­
ian Theatre Studies Conference in Sydney was 
most noteworthy for an after-dinner speech by Mr 
Paul Landa MLC outlining the generalities of the 
new NSW Labor Government's policy on the arts. 
There was a substantial specific sum for a film 
project (as much as anything, apparently, to avoid 
it falling into the clutches of a rival South Aust­
ralian corporation) and an equivocal promise 
that the country's only regional theatre company 
(the Hunter Valley Theatre Company) would not 
be allowed to die in its infancy for lack of subsidy 
— but beyond that there were words of warning for 
theatres who have come to regard state support 
as their inherent right. The guidelines fell short of 
saying: if you can't pay your way through your 
capacity to attract audiences, then don't look to 
us to pick up the tab; but that was the drift. The 
justification was only partially economic: ideolog­
ical and political reasons were offered too. A cult­
ure form that amounts to a minority interest ought 
not, it was suggested, to expect support as if it 
were satisfying a majority need. There aren't any 
votes in it.
In general, it seems the heady days of the Whit- 
lam dynasty's support for the theatre arts are 
past. The NSW Government's reasoning as out­
lined by Mr. Landa is very similar to that of Tom 
Markus in an article published in this issue: 
Subsidy: A Case to Answer. This is a subject 
which attracts heated and sharply polarised debate, 
particularly, of course, within the theatre profes­
sion itself. We have invited representatives of the 
Australia Council and the profession to respond to 
Tom Markus' argument in next month's issue.
We also invite readers to write to Theatre Australia 
expressing their views.
SUBSCRIBE NOW a
•  To Australia's first truly national and comp­
rehensive theatre magazine.
•  For nationwide reviews and a full range of 
articles on Australian theatre practice.
•  To a magazine which has the full support of 
the country's leading theatre companies.
By Post from the publishers — Theatre Pub­
lications Ltd., 7 President Place, New Lambton 
Heights, New South Wales, 2305 Australia.
Annual Subscriptions only accepted.
Rates: Aus $15.00* ($20.00 overseas)*
U.K. £12.00* U.S.A. $20.00*
Name.......................................................................
Address....................................................................
.........................................Postcode......................
By Hand: Please ask your newsagent to place a 
regular order of Theatre-Australia for you. 
Price per copy $1.25.*
Whilst every care is taken o f manuscripts and visual 
material for this magazine, the publishers and their 
agents accept no liab ility  for loss or damage which 
may occur. Unsolicited manuscripts and visual mat­
erial w ill not be returned unless accompanyed by a 
stamped addressed envelope.
Opinions expressed in signed articles are not necess­
arily those o f the Editors.
©  1976 Theatre Publications Ltd.
* Maximum recommended retail price only. Prices 
subject to change without notice.
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Theatn
NEW SOUTH WALES:
ACTORS COMPANY (660 2503)
Waiting for Godot by Samuel Beckett 
Directed by Rodney Delaney (from Sept. 22nd)
BONDI PAVILION (30 7241)
Salvatore Marrucci Mime Group (24th-26th 
Sep)
Women at the Pavillion
Directed by Peggy Clark (Oct 1st-4th)
CAPITOL THEATRE (212 4199)
Jesus Christ Superstar Rice/Webber 
Directed by Stefan Haag 
Choreographed by C hristina Koltai 
(continuing)
CIVIC, Newcastle (2 1977)
Moscow Variety Spectacular (Oct 3rd & 4th)
Man of La Mancha
Directed by Betty Pounder (Oct 8th-16th)
ENSEMBLE (929 8877)
Alphabetical Order by Michael Frayn 
Directed by Don Reid (Sep 2nd onwards)
HER MAJESTY'S (212 1066)
Man of La Mancha
Directed by Betty Pounder (until Oct 2nd)
HUNTER VALLEY THEATRE 
COMPANY, Newcastle (26 2526)
A Happy and Holy Occasion by John 
O'Donoghue
Directed by Terence Clarke (Premiere 10th 
Sept)
INDEPENDENT (929 7377)
Hallo and Goodbye by Athol Fugard 
Directed by Peter Williams (to Sept 25th)
Turbo Reverso by Richmond Young (every Sat 
afternoon)
MARIAN STREET (498 3166)
In Praise of Love by Terence Rattigan 
Directed by Alistair Duncan (to Oct 2nd)
Getting On by Alan Bennett
Directed by Alistair Duncan(Oct 7th - Nov 6th)
MUSIC HALL THEATRE 
RESTAURANT (909 8222)
The Beast of Belgrave Square by Stanley 
Walsh
Directed by Stanley Walsh (continuing)
NEW THEATRE (519 3403)
The Changing Room by David Storey 
Directed by John Tasker (to Oct 9th)
NIMROD (69 5003)
Upstairs: The Recruiting- Officer by George 
Farquhar
Directed by Ken Horler (to Sept 25th or Oct 
2nd)
The Duchess of M alfi by John Webster 
Directed and Designed by Rex Cramphorn (Oct 
2nd or 8th - Nov 6th)
Downstairs: The Elocution of Benjamin
Franklin by Steve J. Spears
Directed by Richard Wherrett (from Aug 25th)
OLD TOTE (663 6122)
Drama Theatre: The Dolls House by Henrik 
Ibsen
Directed by Alexander Hay (Sept 15th - Oct 
26th)
Parade Theatre: Otherwise Engaged by 
Simon Gray (to Sep 21st)
A Toast to Melba by Jack Hibberd 
Directed by Mick Rodger (Sep 29th - Nov 16th)
Seymour Centre: Equus by Peter Shaffer
Directed by Ted Craig (Sep 22nd - Oct 19th)
PLAYERS THEATRE COMPANY 
(922 8309)
The Lion in Winter by James Goldman 
Directed by Graham Corry
Q THEATRE (92 5011)
Family Lore by Michael Cove
Directed by Kevin Jackson (Sep 13th - Oct 2nd)
Who's Who in Slap Land
Directed by Alan Salzer (On tour in the
Western Suburbs)
REGENT THEATRE
Moscow Variety Spectacular (Oct 1 st & 5th)
THEATRE ROYAL
Same Time Next Year by Morris Sladen 
Directed by Gordon Hunt (Sep 15th - Oct 30th)
Theatre-Austra lia  Sept-Oct, 1976 Page 3if/de
QUEENSLAND
LA BOITE (36 2296)
Happy B irthd ay  W anda June  by Kurt 
Vonnegut.
Directed by Bronwen Doherty (Sep 3rd - Oct 
2nd)
Lysistrata by Aristophanes
Directed by Ron Finney (Oct 8th - Nov 3rd)
QUEENSLAND THEATRE 
COMPANY (21 3861)
A Toast to Melba by Jack Hibberd 
Directed by Alan Edwards (Sep 15th - Oct 2nd)
The Big Men Fly by Alan Hope 
On Tour throughout Q ueensland in 
association with the Queensland Arts Council 
(Sept 29th - Nov 20th)
TWELFTH NIGHT THEATRE 
(52 5889)
Canadian Mime Theatre (Sep 20th - 25th)
Queensland Ballet Company (Sep 26th - Oct 
16th)
SOUTH AUSTRALIA
HER MAJESTY'S
SOUTH AUSTRALIAN THEATRE 
COMPANY(51 5151)
The Last of the Knucklemen by John Powers
Directed by David Williamson
Designed by Anna French (Sep 16th - Oct 9th)
An Evening with Robert Burns 
Frank Gallaher (Sep 23rd)
And Miss Reardon Drinks aLittle  by Paul Zindel
Directed by George Ogilvie
Designed by Fiona Reilly (Oct 14th - Nov 6th)
TASM ANIA
CITY HALL
Moscow Variety Spectacular (Oct 12th)
VICTORIA
ALEXANDER THEATRE 
COMPANY
What the Butter Saw  by Joe Orton 
Directed by Malcome Robertson
COMEDY
Black Theatre of Prague (to Sep 25th)
Private Lives by Noel Coward
Directed by Robert Chetwyn (Oct 15th - Nov
13th)
MELBOURNE THEATRE 
COMPANY (645 1100)
Russell Street: A Handful o f Friends by David 
Williamson
Directed by Rodney Fisher
Designed by Shaun Gurton (to Oct 30th)
St. Martins: The Nuns by Eduardo Manet 
Directed by Ian Giles
Designed by Tony Tripp (Sep 14th - Nov 6th)
Grant Street: The Diary of a Madmanby Nikolai 
Gogol
Directed by Andrew Ross
PLAYBOX (634 888)
Godspell
Directed and choreographed by Betty Pounder
PRAM FACTORY (347 7133)
Knuckle by David Hare
Directed by Alan Robertson (to Sept 19th)
The Overcoat by Jack Hibberd 
Directed by Tim Robinson (from Sep 30th)
REGENT PALACE
The Rocky Horror Show (continuing)
WESTERN
AUSTRALIA
HOLE IN THE WALL (81 2403)
The Ride Across Lake Constance by Peter 
Handke
Directed by Sally Holmes (Sept 15th - 18th)
Days in the Trees by Marguerite Duras
Directed by John Milson
Designed by David Young (Sep 22nd - Oct 23rd)
PLAYHOUSE (25 3344)
Handful o f Friends by David Williamson 
Directed by Aarne Neeme (Sep 16th - Oct 2nd)
Black Theatre of Prague (Oct 5th - 9th)Black Theatre of Prague (Sep 14th - 25th)
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THEATRE IN DIFFICULTIES
J. C. Williamson's
"We're criticised for the Australian drama we 
haven't done. But J.C.W.'s have had 
playwrighting competitions — the last one was 
last year — and they yield barely one in 
thousands that is good enough, and even that 
one needs years of more working on it. I don't 
see why J.C.W.'s should have to finance that 
sort of thing."
John Bryson, J.C.W. Williamson's Pty. Ltd.
The Hunter Valley Theatre Company
There will always betouringcompanies and 
local amateur companies to present plays. But 
for the first time in the Newcastle region there 
has been regular drama work in schools, 
tertiary institutions, prisons, and we have 
taken plays to all these and to factories and 
other workplaces; we have presented 
lunchtime theatre in town, conducted acting 
classes, provided advisory services for 
playwrights and local groups; and so on. I have 
no doubt at all that this community program, 
under the direction of Michael Rolfe, has been 
our most important work: most important, least 
heralded, and a constant drain on resources. It 
was made possible by a grant of $7000 from 
the Australia Council, for which we are 
grateful, but it looks as though we will have to 
curtail the program severely.'
Terence Clarke, Artistic Director, Hunter 
Valley Theatre Company
"We must think nationally about our theatre 
and internationally — I think this magazine can 
bring us together and also represent our 
theatre abroad." said Ruth Cracknell at the 
official launching of Theatre-Australia at the 
Nimrod Theatre. 'There have been other 
theatre magazines in the past but I have a 
sneaking suspicion that this one is going to be 
a winner." Those who made up what the 
Nation Review described as "the cashew- 
chewing, Cheddar cheesing cacophany of
VSydney's alma thespis" (and business men) seemed, through the convivial haze, to agree.
"...the Hunter Valley Theatre Company is a 
prototype experiment which many state and 
municipal bodies are watching with interest. It 
is the first regional theatre company to be 
formed; if it succeeds and how it succeeds will 
be taken as an example to other rural centres, if 
it fails it will be another setbacktogovernment 
responsibility for the community arts." 
Katharine Brisbane
Q U O T E S  Ai
"A company that talented, that enterprising 
must succeed. Not just Newcastle but 
Australia needs the Hunter Valley Theatre 
Company."
John Romeril, Resident Writer, A.P.G.
The Stables
The Pram
"The Pram's in some financial difficulty. 
Audiences haven't quite come up to 
expectations — that's a combined result of the 
economic situation and our programming. The 
programming hasn't been wrong — we've 
done a year or more experimental stuff than in 
the past (Knuckle would never have been done 
a year ago), and we've expanded our 
community programme: and a lot of the 
expense there has been developmental. Next 
year that'll probably pay off."
John Timlin, sometime Administrator of the 
Australian Performing Group.
It is indeed unfortunate that 'The Stables" 
should have come to such an early downfall. 
Had the Australia Council been able to find 
about $35,000 capital grant forthe purchase of 
the building and an additional $10,000 per 
annum to fund its operations, Nimrod would 
have gladly continued to administer The 
Stables as it did in 1975. That is, any group 
who wished to use the building would have 
been able to do so without incurring any 
newspaper advertising costs, telephone bills, 
rent, electricity or maintenance charges. Bob 
Ellis and Anne Brookesbank in purchasing the 
building tried to make sure it was not lost to 
Sydney theatre, instead they have only 
postponed its loss.
Jake Newby, Manager, Nimrod Theatre
La Mama
"The La Mama programme is usually left up to 
Betty Burstall. She plans in half year periods. 
Though she's not so much interested in La 
Mama as she used to be. It used to have more 
things and a greater variety of things going on 
than now. I don't know about La Mama's 
f re. I'm fairly certain Betty won't want to 
Cw. tinue. And I'm not really interested in 
carrying on. I like it, but I'm not prepared to put 
all the necessary energy into it. Ithink I've had 
enough of that. La Mama's audiences have 
tapered off this year — it needs a new boost of 
life. It would be good to have more people 
sending new scrips.
Anne Ekersley, Manager La Mama Theatre, 
Carlton,
Dear Sirs,
Congratulations on your fine first issue; we 
wish you every success.
Yours faithfully,
William Amer
Amer's Theatrical Times, South Granville, 
N.S.W.
Dear Sir,
I congratulate you on the breadth of 
coverage of your magazine. It is heartening to 
see theatre for children and young people 
given prominence in its first issue.
Your correspondent M. Leask is probably too 
young to remember the first T.I.E. teams 
formed in Australia. They are not as recent as 
she would have us believe. In fact the 
Australian Theatre for Young People, then in 
no way attached to any other body (its work 
with the Old Tote is a mere six years old)fielded 
four T.I.E. teams annually as long as twelve 
years ago. The first was launched in February 
1965 with Diana Perryman, John Armstrong 
and Carolyn Southwell-Keely, and by 1972 the 
companies were covering N.S.W., A.C.T., 
Queensland and occasionally South Australia. 
T.I.E . was suspended in 1 97 2  and 
concentration centred on workshops and 
major productions but revitalised in 1975. 
Diana Sharpe
Executive Director A.T.Y.P.
Programme Manager of the Old Tote
Dear Sir,
Having been privileged to attend the 
launching of your Journal at the New Nimrod 
Theatre, I am happyto join the numberofthose 
wishing you every success for the future.
As Vice President of the Victorian section of 
the Australian Association of Theatre 
Technology, I am very pleased to see that 
technical aspects are to play an important part 
of your Editorial policy, and hope that the 
Associations in South Australia, Victoria and 
New South Wales will collaborate with you to 
mutual benefit.
As General Manager of Strand Electric in 
Australia, I must confirm total absence of prior 
knowledge of the references to stage lighting 
in Raymond Omodei's article on the Opera 
House Drama Theatre, but on the other hand 
feel that some response is necessary to Darryl 
Wilkinson's references to inexpensive multi­
preset control systems and his plea for 
alternative theatre technology, page 48.
We fully agree that experimental, school or 
other theatres must have available to them 
inexpensive and flexible equipment — we 
must, however, counter the implication that 
our costing of standard control systems is high. 
Your authors state that a 40-channel multi­
preset system should be available for about 
$1500, i.e. less than $40 per channel. Even
Theatre-Australia Sept-Oct, 1976 Page 5> W IEItlES/
IMPORTED DIRECTORS
“They are all pretty down in the dumps at the 
M.T.C. They seem to be expecting me to pull a 
rabbit out of a hat. From what I've seen sofar... 
only a couple of weeks ... the Pram Factory has 
the flavour of the Traverse Theatre 1969,
Glasgow, thats not at all perjorative, it's 
laudatory ... I've seen one commercial andfour 
subsidised shows: I can't understand why 
generally everyone seems to be looking 
overseas. There can't be countless Ned Kellys, 
but I've seen four English plays (including a 
Shakespeare) and one Australian "play" — 
really an anthology where the life was injected 
by the performers rather than the writing. It 
seems crazy to me that one comes up against 
almost a jingoistic parochial attitude towards 
God's Country, and yet all the time a hanging 
on the apron strings of the old mother. I stress 
thats a view based only on two weeks ... there 
is so much talent around. And I've come 
0 1 3,000 miles to direct two plays which anyone
with a bit of nous could do."
Ian Giles, imported director for the M.T.C. 
(Currently directing The Nuns)
'Going to work in Australia is like 
leaving the business'
an old and trusted friend advised me before I 
left England. However I boarded my particular 
Qantas without any qualms. I needed a break 
after thirteen years in Sheffield
One of the drawbacks of occupying the position 
Artistic Director is that few theatre 
organisations have the resources to allow the 
man responsible for coming up with the bright 
ideas about the programme, casting, finding, 
and encouraging new talent, and so on, the 
time off to renew the imaginative energy 
necessary to perform this particularly difficult 
role. So a year and a half ago I was heading for 
Armidale, N.S.W., to set up a new drama 
department. With students it is give, give, give 
all the time and I don’t know how long I could 
have kept up my initial sprint. Now I go to 
Adelaide to guide the fortunes of the S.A.T.C. 
Two years before I left England a leading 
theatre was seeking a director and among 
others I was asked if I was interested. I wasn't. 
Today I am very interested — but it is in 
Adelaide. The S.A.T.C. has been admirably 
launched in enviable new premises. Once 
again I anticipate the joy and terror of being in 
orbit."
Colin George, Senior Lecturer in Drama, 
University of New England, shortly to 
become Artistic Director of S.A.T.C.
PLAYS AND PUBLICATIONS ...
"Our current opus Alphabetical Order 
(Michael Frayn) could be retitled "Alphabetical 
Disorder.” The locale of the play is a fading 
newspaper, but could just as well apply to the 
disarray that sometimes besets an incoming 
publication as, for example, a new born 
theatrical magazine."
Hayes Gordon. Artistic Director, Ensemble 
Theatre.
I HE EMI OH
buying the quantities of materials that we do, 
we could not buy the materials alone for an 
acceptable system for that amount of money, 
let alone market it nationally and provide the 
service and sales support for which we are 
internationally regarded.
It must be remembered that there are 
statutory requirements for equipment offered 
on the Australian market to conform to 
relevant standards which in Australia are 
stricterthan those applicable overseas. One off 
devices for the builder's own use and not 
offered for sale or hire, may not be forced to 
comply — with consequent substantial 
savings.
It is not generally known that over 50%of the 
products we market in Australia are 
manufactured in Melbourne, largely to 
customer's requirements. If there is a need for 
particular facilities which is not met by a 
standard product, then we would be happy to 
discuss with anyone the design and 
manufacture of special equipment, but this can 
never be at the same level as amateur 
experimental prices.
Yours faithfully,
D. C. Irving, M.I.E.S.
General Manger
Rank Industries Australia
Strand Electric and Engineering Division
Dear Sir,
First I would like to congratulate you on the 
presentation of an excellent and much-needed 
magazine. Secondly, I would like to introduce 
myself as a committee member of the 
Association of Australian Artistes, Australia 
House, London.
The Association has been established to 
present Australian plays in London, and 
eventually we hope to have our own theatre 
near Australia House for this purpose.
My main reason for being in Australia is to 
set up a film from a script I have written, but as 
a committee member I wish to do everything 
possible to help. My most recent request is to 
send current and new plays, and I would like to 
know if I can use your medium to make this 
known to playrights and agents. The value of 
having plays put on by the A.A.A., which 
Australia House have promisedto helpfinance 
in production, is that the press are invited to 
attend, which is of immense value to the 
chance of putting the play on for a run in 
London. The last production before I left two 
months ago, was Mates and Christian Brother 
at the Mermaid, which was well attended.
I would be happy to talk to anyone who may 
want more information, and ask that you can 
co-operate in any way possible.
Yours sincerely,
Hal Haysom 
Cremorne, N.S.W.
EXPORTED PLAY
" The Last of the Knucklemen (John Powers) is 
in rehearsal in London for performance at the 
Edinburgh Festival. Ed Devereaux and Barry 
Donnelley — both Australian actors — are 
playing in it."
AMBITIOUS NEW SCHEME
"An ambitious new scheme — the first of its 
particular kind in Australia — will be launched 
early in 1977 when the Old Tote and the 
Australian Theatre for Young People will 
centre a company in a major country district to 
serve the needs of education at all levels and 
the community at large.”
Diana Sharpe, Executive Director A.T.Y.P. 
and Programme Manager, Old Tote Theatre 
Company. (The Armidale Project will be 
discussed in next month's issue.)
A.N.P. COMMITTEE
"At the meeting of the Australian National 
Playwrights' Conference committee Katharine 
Brisbane was appointed Chariman, Norman 
Kessel Vice Chairman, and Helen van der 
Poorten Chairman of the Playreading 
Committee."
Richard Wherrett
DECORATIONS?
What is Alex Hay doing with a suitcase full of 
imported "decorations" — could they be for his 
part of Madame in The Maids to be staged at 
the Hole in the Wall, Perth?
It is hard to believe that Reg Livermore, 
gentle, acquiescient, a pale, frail looking pixie, 
is the power house talent that lit up the 
horrendous manic house frau Betty 
Blockbustser. And there he was atthe Balmain 
Bijou on Tuesday morning (31 st Aug.) sipping 
champagne, going through the act normally 
reserved for "the great star from overseas". He 
took to it like a duck to water with all the 
controlled vulnerability laced with just a little 
fear that stamps a true celebrity. The charm 
flowed even faster than the champagne; 
nothing was too much trouble as he 
announced the dawn of "Wonderwoman". The 
next grotesque mare in his stable of fag hags 
"Wonderwoman" when mounted is expected 
by the punters and press alike to carry him to 
greaterfame andfortunethan good old Betty."
Mary Dagmar Davies
Mary will be interveiwing Reg Livermore for
the next issue.
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THE OLD TOTE THEATRE COMPANY
S E A S O N  O M E 
1977
SUBSCRIBE &  
SAVE!
DRAM A THEATRE, Sydney Opera House 
THE MAGISTRATE by Arthur Wing Pinero
Sat. January 1 to Tue. February 15, 77
THE PLOUGH & THE STARS by Sean O'Casey
Wed. February 23 to Tue. April 12, 77
CAESAR & CLEOPATRA by George Bernard Shaw
Wed. April 20 to Tue. June 7, 77.
PARADE THEATRE, Anzac Parade, Kensington.
THE FATHER by August Strindberg 
Wed. February 9 to Tue. March 29, 77
THE ALCHEMIST by Ben Jonson
Wed. April 6 to Tue. May 24, 77
UNSPEAKABLE ACTS by Colin Free
Wed. June 1 to Tue. July 19, 77
BOOK N O W -S A V E  $21.00 
on a pair of subscriptions to the season.
'Phone 663 6122
PRIO RITY RENEWAL P E R IO D -E N D S SEPT. 25 
Brochures and Renewal Order Forms, with full details of 1977 Season One have now been 
posted to all current subscribers. Please phone us immediately if you have not received your 
copy (663 6122).
IT'S SO EASY TO SUBSCRIBE-SIMPL Y COMPLETE AND RETURN THIS FORM
THE OLD TOTE THEATRE COMPANY-SEASON ONE 1977 -NEW SUBSCRIPTION ORDER FORM
Number o f subscriptions requiredMr. Mrs. Miss. Ms................................................................................
Address.................................................................................................
Postcode................................Phone: Bus.............................Private
PERFORMANCE CHOICE
Mark your FIRST preference 1 and SECOND preference 2.
MON TUES WED THUR FRI SAT CO " w e d FRI n SAT
<
5
O  NOTE: Wednesday Matinees apply only to the Drama Theatre & Fridays to 
^  Parade Theatre ‘ Youth Pensioner & Children's concessions apply on Mon. to 
Thurs. Eves and all mats. Youth Subscriptions are restricted to  persons under 
25 and are not transferable to  older persons. Pensioners please w rite  
entitlem ent No(s) here....................Youth please give date(s) of b ir th ..................
3  L H  ADULT
Subscriptions @ $30.90 each $ ...................
---- l YOUTH/PENSIONER/CHILD
1___1 (Circle category)
Subscriptions @ $17.40 each $ ...................
Total payable $
I enclose Cheque/Money Order in payment 
o f the above and a stamped self-addressed 
envelope fo r ticke t return. Please make 
remittance payable to  Old Tote Ltd.
| A Mail to: Sales Department,
Old Tote Theatre Company,
P.O. Box 1, Kensington, NSW. 2033 j
rCall at: Parade Theatre, Anzac Pde.,
Kensington, (Opp. Round House, Uni o f NSW) 
9.30 am to 6.30 pm Mon.to Sat.____________j
Phone: Subscription Secretary 1 
663 6122
L FOR A L L  ENQUIRIES. J
Theatre-Austra lia  Sept-Oct, 1976 Page 7
O R I G I N A L  T H E A T R I C A L  
ENTERPRISES
HALFWAY AT 
EASTER
John Smythe
HALFWAY AT EASTER by Alan Cram. Kew Community 
Theatre (opened 13.vii.76) Director, Bruce Pollack; 
Designer, Mervyn Trim.
Gordon, BARRY MICHAEL; Julie, ANNE PENDLEBURY; 
Clare, LESLEY BAKER; Ted, JOHN GARRETT.
Odious or not, I am going to make 
comparisons between a much acclaimed 
Broadway hit and a barely noticed suburban 
try-out of a new Australian play.
Same Time Next Year is Bernard Slade's 
fourth play and the first to make Broadway, 
having played initially in Washington and 
Chicago. It is a clever, slick and witty two- 
hander which thankfully draws on a few more 
components of human experience than most of 
the lightweight British fare dished up by J.C. 
Williamson's in recent years. Yet despite its 
expert crafting and neat, efficient packaging, or 
perhaps because of it, it emerges as yet 
another an tisep tic  and com fortably  
undemanding comedy.
One is tempted to blame the script. Lewis 
Fiander extracts a great deal from it, showing 
insight and compassion for his character, 
George (why are they always called George?) 
and performing with faultless technique and 
style. But he is limited by the sketchy, too-glib 
text. Nancye Hayes, on the other hand, rarely 
extends her Doris beyond the given dialogue 
and by comparison does the script a disservice. 
Her performance is relatively superficial and 
stagey.
The play spans some 25 years (1951 -76) of 
annual adulterous liasons. There are six 
scenes, spaced five or so years apart, and it all 
takes place in the same guest cottage of a 
country inn in Northern California.
Doris is from an Italian Catholic background, 
left school at an early age, got pregnant and 
married at eighteen but is pragmatic, 
resourceful and happy. Her husband thinks 
she goes into retreat each year. George is an 
accountant, a father, basically paranoid and 
incurably dependent on wife and lover for his 
sense of self-esteem and identity. He uses that 
standard business trip lie.
Lewis Fiander (George) and Nancye Hayes (Doris) in  Same Time Next Year. Photograph: Richard 
Wallis
J.C. WILLIAMSON THEATRES 
& PARACHUTE PRODUCTIONS
SAM E TIM E NEXT 
YEAR
SAME TIME NEXT YEAR by Barnard Slade at the Comedy 
Theatre, Melbourne (Auatralian premiere 30.vii.76.). 
Director. Gordon Hunt; Designer, William Ritman.
Doris. NANCYE HAYES; George. LEWIS FIANDER.
As the years roll by, George becomes more 
conservative while Doris catches up on her 
education and breaks out into new spheres. 
Then he chucks the whole "status trip", plays 
piano in a bar room and gets into analysis. She 
becomes a highlysuccessful business woman, 
then gives it up to lookafteran "unsuccessful" 
post heart attack husband (who jogs every day 
so couldn't be in very great need of attention). 
George turns to teaching accountancy. 
Urban/suburban fantasies are exploited but 
the status quo remains unthreatened. That was 
only to be expected, I suppose. The appalling 
1965 segment was not. Suddenly Doris is a 
flower-clutching, theatrically cliched, pseudo 
hippie saying "so do you want a fuck" etc. 
Why? Because she is now a full time student. 
Thus ridiculed she launches into an anti- 
Vietnam war diatribe then discovers that 
George voted for Goldwater because he 
advocated ending the war by bombing the little 
bastards off the face of earth. The ensuing 
conflict ends with him revealing that his son 
was killed in Vietnam by a sniper, whilst trying 
to get a wounded soldier onto a Red Cross 
helicopterl
I, for one, find it very offensive to be 
subjected to such distorted and cynical 
attempts to manipulate audience emotions.
Director Gordon Hunt must share the blame 
for the hippie nonsense. Had Doris played the 
game tongue-in-cheek at first then proved 
genuinely committed in her anti-war views, at 
least basic character continuity and credibility 
could have been maintained.
So to the local play: Alan Cram's Halfway A t 
Easter. This, it must be remembered, was only 
at first try-out stage. The ad-hoc company, 
especially formed at great financial loss, by the 
author, was severely hampered by limited 
time, resources and budget. Much was
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Anne Pendlebury (Julie) and Barry M ichael 
(Gordon). Photograph: David Parker.
doubtless compromised in order to get iton. As 
Cram reworks it in the light of this experience, 
some cuts will be reinstated, different 
solutions to unresolved problems will be 
found, valuable discoveries will be built upon 
and new possibilities will be explored. Yet even 
as it stood (by the final performance) I, at least, 
found it far more absorbing than the imported 
show.
Two couples, once members of the same 
social "gang”, now living in different states, 
meet by arrangement in a motel halfway 
between Sydney and Melbourne for Easter. 
Gordon and Julie are thefirstofthegangtoget 
married. Clare and Ted were the last and 
shouldn't have. Now both couples have 
families and problems.
In the course ofthe Easter encounter various 
games are played, vulnerable undersides are 
exposed, and people get hurt. Non­
communication, abrasive wit, insensitivity and 
inner anguish battle against desperate 
attempts to maintain bouyancy. Conclusions 
and possible solutions are left forthe audience 
to grapple with.
The play's great strength is in the focal 
character, Clare (Lesley Baker). Her zestful 
sophistication and rapier w it hides a 
domineering and manipulative compulsion 
which in turn is her defence against very real 
but repressed anxieties and insecurities. She 
is her own worst enemy. Cram and Baker 
successfully appealed for compassion without 
compromising truth, losing credibility or 
manipulating our emotions. She fails to 
change for the better by the end but we are 
forced to reassess our initial impressions of 
her.
There were bugs aplenty in Bruce Pollack's
production. The extraordinary notion that Julie 
and Clare thought lesbians were synonymous 
with leather-gear bondage and discipline 
freaks resulted, as I understand it, from 
unjudicious cutting. People entered rooms 
expecting them to be empty yet showed no 
surprise at finding others there. Clare returned 
after crying her eyes out, yet her eye make-up 
remained unblemished. Compulsively 
attending to that would have said much more 
about her vanity and defensiveness than the 
old lighting up a cigarette standby.
Anne Pendlebury's Julie was neatly 
perceptive, Barry Michael's Gordon was okay 
as far as it went, but lacked substance. John 
Garrett was competent but miscast as Ted.
The full company must be credited, however, 
with overcoming many of the problems 
presented by the untried script within the 
absurdly short time available to them. The text 
was still repetitive and awkward in places but 
its undoubted potential emerged for all to see.
The question is, where can the play go from 
here? With J.C. Williamson's finally going to 
the wall, it seems appropriate to reiterate my 
long-held claim that commercial theatre can 
only find secure roots in its own home-grown 
products. If only someone had the foresight to 
invest in local talent, taking proper account of 
the arduous processes involved in developing 
first-rate entertainments. It really is time they 
stopped sitting back, waiting for that mythical 
“great play" to magically materialise. We have 
worked long and hard at establishing viable 
film and television industries and proved there 
is a market for and the talent to produce, 
popular local shows. So when will the 
la n g u is h in g  c o m m e rc ia l th e a tr e  
managements wake up and catch up?
* !
'
:; # t i
: I
John Garrett (Ted), Lesley Baker (Clare), Barry Michael (Gordon) and Anne Pendlebury (Julie) in  Halfway at Easter Photograph: David Parker.
M E L B O U R N E  T H E A T R E  
COMPANY
THE FOURSOM E
Jack Hibberd
THE FOURSOME by E.A. Whitehead. Director, Simon 
Hopkinson; Designer, Steve Nolan.
Bella, LIDDY CLARK; Marie, KERRY DWYER; Harry, 
JOHN WOOD; Tim, GREG ZUKERMAN.
Like many other critics, I found Melbourne 
Theatre Company's choice of E.A. Whitehead's 
The Foursome, as their second presentation in 
an alternative season at the Grant St. Theatre, 
a curiousone. I imagine it was felt that the play, 
with its sexual explicitness and moments of 
male nudity, not to mention the neanderthal 
simplicity of its characters, offered some kind 
of antidote to the company's more elevated and 
mainstream fare. It could even be speculated 
that the management thought the play 
commercial albeit sensationalist in value.
Whatever the rationales for the production, 
Foursome turned out to be a rather feeble 
event, and feebly attended the night I saw it. 
The chieftrouble lies intheplay, which aspires 
to the crude and two-dimensional without any 
of the kinetics of pace, colour and imagery, 
smacking of a sociological and quasi- 
tendentious tract on male depravity and female 
inanity in the lower orders.
Two retarded specimens of the English 
working class, Harry and Tim,arriveon a beach 
with two girls, Bella and Marie, who they had 
picked up the night before. The four of them 
spend a morning and afternoon together 
engaged in platitudinous innuendo, repetitious 
abuse, and unerotic sexual games.
The males are a particularly loathsome duo, 
bragging, smug, and stupid, whose most 
inspired moments are those in which they 
catalogue their intense detestation of the 
female body, its odours and secretions. 
Indicative of the play's shallowness is that it 
doesn't seize upon and develop the potential 
irony between these phobias and the men's 
espoused desire to plug every hole within 
sight. At a deeper level, of course, it is not an 
irony — men who hate and fear women, who 
are emotionally incapable of love, often treat
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Kerry Dwyer (Marie) and Liddy Clark (Bella) in The Foursome Photograph: David Parker.
them acquisitively, like minor pirates who 
boastfully notch up their victims on a scabbard. 
Whitehead only hints schematically, not 
dramatically, at some of this.
A lot of the writing for the males comes 
perilously close to a simplistic and mechanistic 
exaggeration  of some much more 
sophisticated and elaborate feminist beliefs. 
Whitehead has little concern for the inner 
imbroglio or social complexities of these 
characters: they are four-square quadrupeds 
with all their intellect in their dongs. A Swiftian 
vision perhaps, but not in this play, so devoid of 
social anguish and moral context.
If the men are brutish and irredeemable, the 
women are utter gulls — naive, vain and 
pliable, given to repeated gibberish like 'rack 
off' and 'dirty bugger' instead of a more natural 
range of colloquial Limehouse. Slang is a rich 
repository of metaphor and conceit. Whitehead 
uses it like his research was one night in a 
home for juvenile delinquents or a weekend at 
Morecombe.
Paradoxically, his view of women in 
Foursome could readily be seen as misogynist. 
Unless he is a complete reactionary, the play 
could however be obliquely attempting a 
deliberately distorted and 'shock' revelation 
about women: that they are conditioned by 
men into idiot and monstrous tractability. Yet 
Whitehead presents his women as virtually 
biologically ensnared, quite beyond the 
possible illuminations of social and individual 
awareness. If they have any minds at all, they 
are resident in their kees and feet.
On the night these strictures were ironically 
ameliorated to a certain extent by the 
performances of Liddy Clark and Kerry Dwyer 
who fill out their impersonations with more 
dimension, flexibility and verisimilitude than 
the male cast. This in itself is some kind of 
riposte to one thesis of the play.
John Wood and Greg Zukerman seemed ill- 
at-ease before the unenviable tasks imposed 
by their roles — often tending to mannerisms 
instead of expressive physicality, intonation 
instead of centred speech, formulation instead 
of character.
They were in no way assisted by Simon 
Hopkinson's production which chose to 
blandify the play into some half-way house of 
Australianity, thereby working against 
whatever local speech rhythms and 
idiosyncrasies of humour the text boasted.
Whitehead has been deliberately coy about 
details of precise social location, perhaps in the 
hope that this lends the work some typicality. 
It's quite obvious, nevertheless, that his 
characters are proletarian and English. These 
two facts sit uneasily in the Grant St. 
production; it's as if viewing something 
through a distorting lens. The tape-recorded 
chirpings of chaffinches (by a beach I) does 
little to lessen this disorientation.
The condition of women is, I suppose, 
relatively worse among the working classes. 
But surely this is largely due to social and 
economic factors, not solely the result of 
innate regression or some quirk of the pineal 
gland. These questions and perspectives are 
le ft untouched by W h iteh ea d , and 
unentertained interpretatively by the 
production.
The best parts of the evening for me were 
when a male and female were left a lone, when 
games and face were partly abandoned, when 
some exploration and communication took 
over. These episodes contrasted sharply with 
the rest of the play and gropingly suggested 
that the social agglutination of men and 
women into distinct groups is a major social 
malaise, that gender peer groups cause a lot of 
the rot.
Once again this is thinly and thetically 
implied, is not a substantial and organic 
consideration within the drama. Perhaps in the 
end my argument would be even if things were 
as bad as they are in the whole world of the 
play, they are not simply as bad as this.
In the late 60s there were some Australian 
plays that dealt with similar themes to 
Foursome and dealt with them much more 
thoroughly and acutely, were much more 
aware of social amplitude and individual 
complexity — e.g. John Romeril's / Don't Know  
Who to Feel Sorry For. Many of these plays 
were naturally stimulated by the allegedly local 
phenomenon of mateship and larrikinism; 
their response however to this was at once 
more com prehensively  c ritic a l and 
understanding than the bulk of Foursome.
Ultimately then, this MTC production 
seemed both deja vu and impertinent, treading 
familiar ground in the belief that the play's 
originality was translatably English. As an 
alternative. The Foursome was rather like cold 
kipper after steak-and-eggs on a winter's 
morn.
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where even men of honour such as Phillip 
Marlowe, Sam Spade, and Lew Archer do not 
seek the truth — merely a form of justice. The 
truth is something that shifts and moves like a 
mirage, the closer you think you get to it. So 
they live alone, trust people only in their 
weaker moments, and try and keep theirguard 
up when walking into the nests of the rich and 
powerful. It isnoaccidentthatforthemostpart 
the best crime fiction has been placed on the 
West Coast of the United States, the place of 
the future. But California only stands as a 
convenient shorthand for any other place in 
the world, justasthe Italian Ducal Court served 
the Jacobean dramatists. In California (or 
Guildford, or Adelaide) everyone knows that 
life is really lived on the edge, passions and 
temptations run the gamut. "This is the place 
of 'three-piled flesh', and its corridors lead man 
to the extremes of his own being where he 
finds and loses himself in murder, madness, 
dream, violent sexuality, terror, death, torture 
and mirrors of his own self. "This description of 
the Revenger's palace by Alvin Kernan might 
serve as a description of the world of the crime 
novel, from Wilkie Collins and Edgar Allen Poe 
onwards. It is the world made into a system 
that David Hare uses magnificently and 
ironically in Knuckle.
PATRICK: For me when I was young, there 
was something called life. You set about it. 
Now Sarah maintained it wasn't called life: it 
turned out to be a particular system — called 
capitalism. And I'd always thought it was life.
Capitalism. That is the critical object of 
Hare's evocation of the stench of Guildford, 
that is, a particular system autodesigned to 
keep people immoral. This is a similar point of 
view to the best writers of crime fiction. 
Whether or not they derive any political point of 
view from it, as Hare and Dashiell Hammett do, 
the world is a place where even the most 
determined man has a tough time being 
relatively honest with himself. Or misty eyed 
about the plight of anyone else.
Curly is an arms dealer. He comes home 
from Peru because his sister Sarah, is dead. He 
investigates. No one wants to tell him the truth 
about Sarah. Curly interrogates Jenny, 
Sarah's friend, and manageress ofthe Shadow 
of the Moon, 'the only club in Guildford'. Curly 
establishes some facts, no body, return train 
tickets, a purse. Murder or suicide, that is the 
question. Curly goes to see his father, Patrick. 
A merchant, Patrick always has a plausible 
story that he sticks to. A personality like a 
pebble. Curly and Patrick do not get on. Patrick 
grudgingly tells Curly a little of the sister he 
hasn't seen for 12 years, and has a story about 
her death. Curly is not satisfied. Mrs Dunning, 
a housekeeper has moved in in place of 
Patrick's dead wife.
He meets other people. Max, a journalist
boyfriend of Sarah. More stories. He tries to 
see Malloy, the owner of the club. No answer. 
Turns out Malloy slit his wrists the day after 
Curly came to Guildford. Curly is increasingly 
attracted to Jenny and her legs. He entertains 
the possibility of joining Lloyds, living in 
Guildford. Various stories to do with property 
speculation, Malloy's mother being shunted 
off into a mental hospital, her house bought by 
a company, maybe Patrick, maybe Malloy, 
Sarah hearing about this, telling Max, Max 
blackmailing this person orthat, seances, dead 
dogs, alibis, Sarah not hearing about it, but 
Max threatening Patrick with telling her ... 
various stories.
A letter arrives from Sarah. Everyone 
remains much the same. Curly goes backto his 
guns. Patrick makes money. Jenny, alone,
Max Gillies (Curly) and John Romeril(Max) in Knuckle. Photograph: A.P.G.
AUSTRALIAN PERFORMING  
GROUP
KNUCKLE
Garrie Hutchison
KNUCKLE by David Hare. Pram Factory (opened 5.VÜ.76.) 
Director, Alan Robertson; Designer, Chris Berkman.
Curly, MAX GILLIES; Jenny, FAY MOKOTOW; Mrs 
Dunning. EVELYN KRAPE; Patrick, TIM ROBERTSON; 
Max, JOHN ROMERIL; Bar-store-police-man, JACK 
WEINER.
"The realist in murder writes of a world in 
which gangsters can rule nations ... where no 
man can walk down a dark street in safety 
because law and order are things we talk about 
but refrain from practising."
Raymond Chandler, The Simple A rt o f Murder.
"Chandler believed that contemporary history 
was not a matter of politics or religion. He saw 
it as 'the marriage of an idealist to a gangster 
and how their home life and children turned 
out'
Gavin Lambert, The Dangerous Edge.
"Down these mean streets a man must go who 
is not himself mean, who is neither tarnished 
nor afraid."
Raymond Chandler, The Simple A rt o f Murder.
"I first heard Personville called Poisonville 
by a red haired mucker named Hickey Dewey in 
the Big Ship in Butte. He also called his shirt a 
shoit. I didn't think anything of what he had 
done to the city's name."
Dashiell Hammett, Red Harvest.
CURLY: What do you see?
JENNY: I see suffering and pain and men not 
happy with their lot —
CURLY: Do you?
JENNY: I do. I see heavy scowls and fists raised 
in anger and I see tears of sorrow and of 
indignation. I see men with axes in their backs, 
acid steaming off their skins, needles in their 
eyeballs, tripping on barbed wire, falling on 
broken bottles. That's what I see.
CURLY: Ah Eastbourne. Quite unchanged. 
David Hare, Knuckle
Such is the world of David Hare's play 
Knuckle. The corrupt and immoral world ofthe 
crime novel; gangsters, dicks, shamus' 
revenge, lust,theft and murder. This is a world
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Max Gillies (Curly) and Tim Robertson (Patrick) in Knuckle. Photograph: A.P.G.
refuses to be bought and remains honest.
As a political play, Knuckle is a little bitout of 
the ordinary. It is not a polemical tract 
concerning itself with the evils of capitalism, 
the relations between ideas and exploitation, 
between arms dealers, property developers 
and Young Guildford ... it is not even a play 
where a couple of sets of ideologies battle it 
out, politely, as in Shaw's M ajor Barbara 
another play with the smiling face of 
gunrunning enshrined in it.
Knuckle is a piece of exemplary theatre, 
where the major proposition: that a moral 
person cannot survive under capitalism, is 
stated through a style and set of conventions 
that are readily understood. That these 
conventions are taken from fiction is not a 
strike against their emotional authenticity, but 
is probably one against regarding the play as 
being 'realist' in any but the most catholic 
sense. One is aware that there are layers 
within layers, giving the play its emotional and 
intellectual reverberations.
First there is the Curly figure, a tough, 
resourceful gun runner who speaks in the hard 
boiled, epigrammatic style of Lew Archer or 
Phillip Marlowe. He's apparently handy with 
the gun and the fist. But he's soft underneath; 
he worries about his sister, and he's English. 
This is the first critical irony of the play. In the 
midst of this soft, corrupt, almost lifeless 
England there is an Englishman pretending to 
be Phillip Marlowe. What a joke. The second 
irony is the choice of Guildford as a location. 
Los Angeles perhaps, but Guildford as a place 
of drama, murder, bad deeds, is surely ironic. 
But underneath this, is of course, a serious 
point. It is precisely in places like Guildford and 
Melbourne that the centres of power lie.
The flickering solution to the puzzle of 
Sarah's death is paralleled by the problem of 
finding the truth of the way the system works. 
As Curly says: "Have you been inside the City 
of London? Inside the banks and counting 
houses? It's perfect. Men with silver hair and 
suits with velvet pockets. Oiling down padded 
corridors ... You could hear the money being 
raked in like autumn leaves .. the sound of
money gathering like moss on the side of a wet 
building ..."
All the characters in Knuckle are pretty 
much self contained. The play is not about 
psychological explanations of why they are like 
they are. Hare seems to regard these 
characters as examples of certain kinds of 
immorality, with the exception of Jenny who 
acts as an optimistic counterweight.
In performance, Knuckle is entertaining, and 
witty, on its surface: some of Curly's lines are 
very funny, and it works quite well as a wry 
thriller. One cannot help but be carried along 
by the dialogue, which hurries along at a good 
pace.
Max Gillies, playing Curly, is no Humphrey 
Bogart. He is a much more shambolic, 
inefficient sort of gun runner. I found it a bit 
difficult to believe that he could ever get it 
together to run the risks. But as the 
performance develops, you can see that there 
is toughness under the flab. Gillies, over the 
years, has established himself as a particularly 
good comic actor, with a great stock of physical 
and vocal inventiveness. But he has always 
been self contained, apparently not giving 
much for his fellow performers to work off. I 
suppose this is part of the solo comedian's 
makeup, but it does make for some disjointed 
scenes in Knuckle. On the other hand the 
character he is playing is a cynic who doesn't 
give much away. So there you are.
Tim Robertson is Patrick, and puts in one of 
the best performances I have seen from him. 
Gone are the gross mannerisms, and the 
tendency to send up his character. Instead 
Robertson has an authority and presence that 
could mark a turning point in his career. In 
Knuckle he has a plausible story and he sticks 
to it. John Romeril makes his return to acting in 
memorable style. He is physically striking, full 
of menace and hidden energies. Given more 
work he could be a terrific performer. Fay 
Mokotow is Jenny, and whilst she gives it a lot 
of hard work does not really become strong 
enough to balance the others. Evelyn Krape 
and Jack Weiner do some nice work as Mrs 
Dunning, and the Bar/Police/Storeman,
respectively.
In spite of a few flat spots here and there, and 
a clumsy design, this production does the play 
'justice', Alan Robertson's direction is brisk, 
and when the energy level is high, it works very 
well. Some have complained about it being set 
in England, and others that the English accents 
weren't good enough, or that Australians can't 
do English acting. That's all a bit beside the 
point. Guildford, England, is only a metaphor 
for any other place in the Western world, and 
having Australians play Englishmen playing 
Americans is a further wrinkle on an already 
ironic onion.
Max Gillies and Fay Mokotow (Jenny)"refuses 
to be bought". Photograph: A.P.G.
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Q U E E N S L A N D  T H E A T R E  
COMPANY
THE DEPARTMENT
Richard Fotheringham
THE DEPARTMENT by David Williamson. S.G.I.O. 
Theatre (opened 18.viii.76.) Director, Joe MacColum; 
Designer, James Ridewood.
Gordon, BRIAN COX; Bobby, DOUGLAS HEDGE; Sue, 
GAYE POOLE; Hans, MARK HEMBROW; Robby, JOE 
JAMES; Peter, BRUCE PARR; John, PHIL MOYE; Al, 
PETER KOWITZ; Owen, IAN DYSON, Myra, KATE 
WILSON
Mark Hembrow, Bruce Parr, Phil Moye and 
Douglas Hedge. Photo: Q.T.C.
their characters. The department he has 
peopled is a cosmopolitan one, and 
Williamson's ability to write funny lines is 
never allowed to break up the progression of 
the story. In the careful and restrained 
naturalism of this approach the inability of 
some of the less experienced cast members to 
consistently achieve the level of convincing 
characterization demanded of them makes the 
end result uneven. But there are enough good 
performances to carry it off.
It's a production which also shows very 
clearly the scenes which are well written and 
those which are not. Williamson is at his best 
in social comedy, and his scenes get 
progressively better as more characters arrive 
on the stage. As each of them retreats behind a 
sophisticated and sarcastic public persona, the 
wit and cynicism become sharper and funnier. 
When the persona drops (as in monologues or 
two-handed scenes) the writing becomes 
awkward and the cliches neither funny nor 
believable. It's the sort of unevenness that 
larger than life playing could gloss over — and 
in the process gloss over whatever serious 
depths the play might contain. The Q.T.C. has 
decided it's a "ferocious” comedy with 
something to say, and have chosen a style 
which says it very well.
The most disappointing thing amid the 
oleasure that this gives is that when we are 
allowed to consider so clearly what the play 
has to say it becomes apparent that it really 
hasn't much to say at all. Its the story of an 
Engineering Department staff meeting set in 
the Thermodynamics Lab, and there is an 
abundanceof Ibsenesque symbolism lurking in 
the background (Thermodynamics for starters 
is concerned with turning heat into 
mechanical energy). At the meeting the 
bumptious and conniving Head of Department 
(Robby) manipulates and blasts his way 
through the disagreements which angryyoung 
genius (Peter), serious minded radical (John), 
and humanities ring-in (Myra), have about the
The Q.T.C. is concluding the year with a 
fanfare of nationalism — David Williamson's 
The Department, Jack Hibberd's A Toast to 
Melba, and Alan Hopgood's A nd The Big Men 
Fly. As far as the scripts are concerned it's not a 
loud blast, since all three have been tried and 
proved elsewhere. But The Department, the 
first leg of the treble, has been given the 
benefit of a strong clear production with barely 
a trace of ockerismorconscious comedy, and it 
serves both playwright and actors well.
Williamson's most obvious virtue as a writer 
is that he really does ferret out the character 
types we all approximate to, and gets from an 
Australian audience the laugh of recognition 
and the whispered "isn't he just like ...”. He 
drawsalmosttotallyfrom hisown experiences, 
and when after having lectured at a Technical 
Institute called Swinburne he writes a play 
about a staff meeting in an Institute called 
Milton, once suspects that only the names 
have been changed to protect the guilty.
It's a virtue however that has not always 
helped productions of his plays. It's such a rare 
experience for an Australian actor to sit down 
to a first reading of a script and to also 
experience that shock of recognition, that as a 
consequence many productions have wildly 
overindulged in joyous larger than life 
caricaturizations of some of our vocal accents, 
physical mannerisms, and minor moral 
failings. It didn't matter particularly in Don's 
Party which doesn't aim much past such gems 
of observation, but it led to some very forced 
interpretations of a play like The Removalist 
which does have more to say about Australian 
soceity than the sum total of such trivia.
The Q.T.C. production of The Department 
has if anything overcompensated for this, and 
it's a pleasant change. One of Joe McColum's 
consistent virtues as a director is that he has 
the ability to draw strong and mature 
performances from actors; driving each of 
them to reject glib or easy assumptions about
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way he's running the department. Myra is 
brought around by compromise and sympathy. 
Peter by threats, and John by an off the record 
heart to heart chat in which Robby 
demonstrates that though they may quarrel 
over means, his head and heart are in the right 
mature radical place. As the play ends he is left 
alone, stroking lovingly the equipment in the 
departmental he has guided and fought for.
What is unfortunately revealed in its naked 
inadequacy is that the play just isn't concerned 
with any real "ferocious” radical issues. I'm 
reminded of Jean-Luc Godard's remark that if 
he ever made a film about the concentration 
camps he wouldn't show the suffering of the 
Jews at all but would concentrate on the 
suffering of the poor Camp Commandant who 
has been told by Headquarters to gas 1000 
Jews per day and who has only enough gas for 
500. Or, to continue the idea, the suffering of 
the engineer who abhors what is happening 
but who has a wife and children to support, is 
terrified of losing his job, and salves his 
conscience by keeping the chambers working 
smoothly so that they kill as quickly and as 
painlessly as possible.
Obviously if such a film were made no-one 
would miss the implications. But in 
Williamson's play the only indication as to 
what engineers actually do is in a few 
references to the suffering of the young and 
idealistic graduate who is sent off to work for 
Ford Australia. Nothing at all about what he 
might be doing at Woomera, at the Chemical 
Warfare Institute near Innisfail, or in support of 
the Vietnam war. (The play is set in 1967).
There isn't a real radical in the play, though 
John is clearly intended to representthat point 
of view. The argument by which Robby wins 
him over can be roughly paraphrased thus: "I
know it seems unethical to you that I'm 
wheeling and dealing and backstabbing to 
make this department larger than physics, but 
the way things are organised at present the 
largest department will get the new building 
and you know as well as I do that Australia 
needs engineers far more urgently than it does 
physicists."
It's hardly an argument that's likely to 
impress anyone who understands the absolute 
dependence of global warfare on the present 
unthinking morality of engineers and 
physicists. Chomsky's The Back Room Boys 
has more to say in one single quotation about 
napalm than there is in two hours of The 
Department:
...They found that if the gooks 
(Vietnamese) were quick they could 
scrape if off, so they boys added 
polystyrine to it and now it sticks like shit 
to a blanket. Then they discovered that if 
the gooks jumped under water it 
stopped burning, so they added white 
phosphorous and now it can burn under 
water. One drop and it burns to the 
bone.
I've no doubt that Mr. Williamson's view of 
staff meetings is an accurate one, and it makes 
me despair for the occasional genuine 
idealistic movement (such as the Political 
Economy struggle at Sydney Uni.) which tries 
to confront that sort of grubby self-interest and 
blinkered thinking. Looking at your immediate 
surroundings with a sarcastic eye is a fine start 
for a playwright, and no-one at present does it 
better than Williamson. But unless he can also 
step back and see that little world in all its 
shallowness and criminality, then his plays 
will always remain on the level of cynical 
sentimentality.
Kate Wilson (Myra) and Mark Hembrow. (Hans) 
Photograph: Q. T. C.
South Australian Theatre Company at the Playhouse presents
by John Powers
Directed by David Williamson
A funny and turbulent play about a 
group of violent and undisciplined 
men in an isolated north-west 
mining-camp.
With Frank Gallacher, Edwin 
Hodgeman, Lloyd Cunnington, Bill 
Charlton, John Dick, David 
Hursthouse, John 
Paisley, John Clayton 
and Gerard Bonk.
PLAYHOUSE 
Festival 
Centre
September 16- 
October 9.
Monday to 
Friday 8.00 p.m.
Saturdays 4.30 
& 8.15 p.m.
BOOKINGS at 
Festival Theatre 
and John Martin’s 
(City and Elizabeth)
artistic director
The National Theatre Inc. of Western 
Austral ia is seeking an Artistic Director to 
succeed the present director. Aarne Neeme 
who wil l  be leaving the theatre for overseas at 
the end of 1977.
The appointment is envisaged for a period of 
3 years and the appointee would be expected 
to join the company between July and 
September  of 1977.
The Art ist ic Di rector is directly responsible to 
the Board of Management for the artistic 
pol icy and conduct  of the theatre, and will be 
expected to direct a majori ty of product ions 
and with the Administrator is responsible for 
the General Management of the Company.
The National Theatre presents product ions at 
the Playhouse Theatre, Perth, and other 
venues from time to t ime and receives 
f inancial  assistance from the Federal and 
State Governments.
Interested persons should write to the 
Administrator,  National Theatre Inc., 3 Pier 
Street. Perth. Western Australia, before 
October  31st. 1976.
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HOLE IN THE WALL THEATRE
THE TRIAL
NATIONAL THEATRE, PERTH
LAST OF THE 
KNUCKLEM EN
HABEAS CORPUS
Collin O'Brien
THE TRIAL adapted, directed and designed by Malcolm 
Keith
Joseph K, JOHN MILSON; Actors, GEOFF KELSO, JOHN 
RAYMENT, ANDY KING, MARY HAIRE, IVAN KING, 
JENNY McNAE.
THE LAST OF THE KNUCKLEMEN by John Powers. 
Director, Aaarne Neeme. Designer, Bill Dowd.
Mad Dog. JAMES BEATTIE; Horse. DENNIS MILLER; 
Pansy. ROBERT FAGGETTER; Tassie, ROBERT VAN 
MACKELENBERG; Tom. GEOFF KELSO; Monk. IVAN 
KING; Methuselah, GEOFF GIBBS; Tarzan. LESLIE 
WRIGHT; Carl, IVOR BOWENA.
HABEAS CORPUS by Alan Bennet. Director, Aame 
Neeme; Designer. Bill Dowd.
Arthur Wiccsteed, GEOFF GIBBS; Muriel Wicksteed, 
EILEEN COLOCOTT; Dennis Wicksteed, ROBERT VAN 
MACKELENBERG; Constance Wicksteed. ELIZABETH 
CAIACOB; Mrs Swabb, MARGARET FORD; Canon 
Throbbing, LESLIE WRIGHT; Lady Rumpers, MARGARIE 
FLETCHER; Felicity Rumpers, KAYE DHU; Mr Shanks, 
DENNIS MILLER; Sir Percy Shorter. JAMES BEATTIE; Mr 
Puedue, ROBERT FAGGETTER.
The Trial. Photograph : Sally McCormack
Perth theatregoers have had little to 
complain of recently as to either the range or 
quality of the plays offered them. Habeas 
Corpus has followed The Last o f the  
Knucklemen into the main theatre in the 
Playhouse, and AC/DC  will succeed You Want 
It Don't you Billy? in the Greenroom. The 
excellent Hamlet at the Hole in the Wall 
Theatre has given way to two plays devised and 
directed by Malcolm Keith: an adaptation of 
Franz Kafka's The Trial and another of George 
Orwell's Anim al Farm. I unfortunately missed 
the Western Australian Theatre Company's 
recent revival of Who's A fraid o f Virginia 
Woolf?directed by Edgar Metcalfe and starring 
Joan Sydney and Alan Cassell, but have heard 
nothing but good reports. I did manage to see 
the play which succeeds it. Events while 
Guarding the Bofors Gun directed by the 
Company's stage director John Manford for its 
student wing Theatregoround.
John Powers' The Last of the Knucklemen 
received a lukewarm press. Critics seemed to 
find it a well enough written piece, but one 
which did not add up to much. But The Last of 
the Knucklemen is more than a slice of 
Nor'west life. It has something of wider 
relevance to say about the effect on individual 
men of living in a womanless barrackroom 
ghetto.
In a play which I think will prove on 
production to be one of Dorothy Hewett's 
finest, The Golden Oldies, there is a delightful 
reference to a husband who has run off 'up 
North' as having fled 'where all the 
wifestarvers go'. The Northwest of Western 
Australia has long been a hardworking, hard- 
drinking, highly paid refuge for those fleeing 
from maintenance orders and those on the run 
from the police in all States. Why else, as one 
of the characters sardonically comments, 
would they be there?
Here are men with their publically paraded 
or jealously guarded crimes, without either an 
emotional context or women, except for the 
odd caravanload of whores. In such contexts 
there has always been the finely balanced 
mixture of camaradie and aggression, the 
games for high stakes (financial and 
otherwise) and the twin desires for anonymity 
through conformity with the group's mores 
and some recognition as an individual. This is 
epitomized by the tendency toward the use of 
nicknames, that delicious irony of the 
replacing of one's name with one which is 
characteristic but impersonal.
The cock of the walk in this particular 
bunkhouse is Tarzan, gangboss and chief 
headpuncher. When he loses his puff, he says, 
he will disappear from the scene, not only as 
boss, but altogether. He could not live with the 
role of ex-king (like Lear, his own shadow). The 
play ends with an undecided punchuptableau: 
it doesn't matter who wins anyway — if Tarzan 
survives this challenge there must be one 
eventually which he doesn't. And that's the 
point.
The language is crude, the relationships
tightrope, the shape of the action apparently 
formless and gratuitous. Butthe appearance is 
deceptive and hides a neatly wrought 
exposition of this particularbrandof existence. 
Aarne Neeme's direction was tight but 
unobtrusive, as it should be in such a play, and 
the ensemble acting excellent. It was pleasing 
to see actors one would not expect to make 
credible toughs — particularly Robert van 
Mackelenberg as Tassie and James Beattie as 
Mad Dog — bring off their roles with such 
credibility. A well-paced snarly but likeable old 
Methuselah by Geoffrey Gibbs and Robert 
Faggetter's fat, aggresive Pansy flanked the 
tough central role of Tarzan played with brio by 
Leslie Wright. All in all, a well-constructed play 
of some point well served by cast and director.
It is only necessary to compare Leslie 
Wright's Tarzan with his chinless, adams- 
appled Canon Throbbing — hands ever atwitch 
for the furtive grope — to appreciate the range 
of skills called upon by the Company of its 
actors, and their ability to meet the challenge. 
Throbbing's suggestion to the beady-eyed, 
scrawny, flatchested Miss Wicksteed 
(Elizabeth Caiacob) that together they will 
scale new heights of Anglican sexuality about 
conveys the nice mixture of vulgarity and 
outrage of supposed middleclass morality 
which sets the tone of Alan Bennett's Habeas 
Corpus.
I saw Mr. Bennett's first solo effort Forty 
Years On in 1969 in a tryout in Manchester, 
starring John Gielgud and the author. My 
memory is of a rather witty, nostalgic piece 
about the blitz and beyond, set comic pieces 
loosely connected by a thinnish plotline. 
Habeas Corpus is a more integrated play, with 
situations more cunningly contrived, still 
demonstrating Bennett's gift of the pointed 
line, but made edgier by a touch of the Joe 
Ortons.
It is arguably one of the most eclectic 
examples ever of British comic writing, but 
since in comedy the familiar is as much a 
source of pleasure as the unexpected, this is 
not to its detriment. There is a parodic touch of 
Wilde's Earnest; comic vulgarity which smacks 
of the traditions of Max Miller, Arthur Askey, 
Whitehall farce and Brighton pier; and the 
guying of hallowed institutions such as the 
B.M.A. But I don't think it pretends to be other 
than an enjoyable, reasonably forgettable 
comic piece, and it seems unnecessary to 
agonize over its significance.
Its shortcomings were twofold, one 
thematic and the other structural. Bennett 
becomes a bittiresom when he philosophises, 
when he tries to point what is essentially comic 
with rather trite comments on the fact that life 
is short and ageing lust a bit pathetic. On the 
structural side, he has tried to unclutter 
exposition by having a Mrs. Moppish chorus 
figure to introduce and point the action. 
Situation comedy, even at its most outrageous, 
needs a touch more credible plotting for the 
tingling oohs and ahs to be forthcoming: too 
obvious a setting-up of situations, such as the 
use of a chorus denotes, is somewhat self- 
defeating.
But the trousers fell earlyandoften;thefalse 
bosom was suitably outrageous in size and 
effect; the running gags fell pat; and there was 
sufficient feeling up and a sense of the mad 
sexual beast beneath the conformist exterior. 
For all that such acting is hard work, the cast 
were obviously enjoying themselves, and they 
treated us to the right brand of clarity in their 
role-playing. The necessary lift was given to 
the proceedings by their choosing clearly 
defined characteristics for each role, and
gently, without torcing, playing them to the 
hilt.
Over all reigned Geoffrey Gibbs' bemused, 
somewhat pathetic Dr. Wicksteed, a part 
seemingly sparked by his line 'King sex is a 
wayward monarch'. Robert van Mackelenberg 
made a suitably callow, left-footed youth and 
Kaye Dhu a luscious, desirable sex object for 
him (and sundry others); Margaret Ford, 
looking as she can in such roles like a 
superannuated chook, gave Mrs. Swabb the 
chorus the necessary vulgar point; Eileen 
Colocott, of whom we see all too little these 
days, and Margaret Fletcher quelled us as 
middleaged sexual barracuda and outraged 
middleclass mum respectively; effective too 
were James Beattie, hanging desperately onto 
trousers and shortarsed dignity as the head of 
the B.M.A. and Dennis Miller as a lickerish 
salesman.
The two principal comic ploys which made 
the evening for me were given a delightful 
boost by the fact that the first night was 
virtually sold out to the Ladies of the Liberal 
Party. Much of the bite of the play comes from 
the notion of the financial rapacity of medical 
profession and the inclination of the members 
of that august body to have more than a 
professional interest in their patients' bodies. 
God knows how many doctors' wives were 
present. But I did think that, considering the 
Medibungle, those well-heeled hearts might 
have spared a thought for their less fortunate 
bretheren when confronted with the many 
gags pointing to the favouritism which a 
public/private health scheme encourages. But 
no, not a murmer of compassion rippled those 
soft-bottomed stalls ....
In a programme note Malcolm Keith admits 
to a long obsession with Franz Kafka's The 
Trial. For my part I had doubts that the paranoid 
undercurrent of Kafka's prose would translate 
to the stage. But Mr. Keith has found a 
dramatic means of externalizing Kafka's 
subtext, placing the emphasis on other than a 
political, big-brotherly context.
Joseph K, played with controlled anguish 
and a seemingly fingertip control on sanity by 
John Milson, has as histormentorssixfigures. 
They emerge from time to time as specific 
characters, at other work as a unified and 
dehumanised force. Their faces are made up in 
part as grotesque black and white masks, 
looking as though their features have been 
caught in some frightening time-warp. The 
sensation is not a little like the paintings of 
Francis Bacon. The acting, whether in 
ensemble or as 'individuals' — frightening 
personae this or that side caricatura — was 
chillingly precise. Memorable are such scenes 
as Joseph K speaking to his family — the six 
figures holding, in grotesque parody, the pose 
of a family portrait — with the central figure, 
the uncle, having his words mimed by one or 
other of the 'family'. Different personae which 
people Joseph K's world (one felt them not so 
much individuals as his distorted visions of 
them) were finely portrayed by Jenny McNae, 
Mary Haire, Ivan King and Andy King.
The chief criticism I have of Mr. Keith's 
adaptation is that he left in too many and too 
long passages of the novel, passages which 
were ruminatory and discursive rather than 
dramatic in their movement. Perhaps because 
of this John Milson's portrayal did not seem to 
grow, it was too much on a level vocally and 
emotionally. But there remain indelible 
images, a sense of shame and guilt unallied to 
'evidence', a final overwhelming feeling of 
sadomasochistic fantasy and morbid sexual 
guilt.
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Dennis M ille r (Mr Shanks) Elizabeth Caiacob (Constance) in the National Theatre production of 
Habeas Corpus Photo: Nat. Theatre.
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THEATRE FORAY
FAMILY
POSSESSIONS
J.S. Ryan
PERFECT STRANGERS by Ron Blair. Directed and 
designed by Colin George.
Pip, KIT TAYLOR; Alison, FELICITY GORDON.
FAMILY LORE by Michael Cove. Directed and designed by
Colin George.
Fathers KIT TAYLOR; Mother, MAGGIE KIRKPATRICK; 
Son. JOE GIBSON; Daughter, MEG GOULD.
A MAN OF RESPECT by Bob Herbert. Directed and 
designed by Colin George.
Ambra Atrone, FELICITY GORDON; Monty Atrone, PHIL 
QUAST; Aurelia Atrone, DEBBIE WILLIAMS; Rosa Atrone, 
MAGGIE KIRKPATRICK; Egidio Pelepone. KIT TAYLOR; 
Chorus, JERRY BOLAND, TIM BOTTOMS, NIGEL COX, 
PHIL DODD, COLIN GEORGE, DAVID O'CONNOR. 
PETER O'DONOHUE.
The theatre itself is the old lecture room in 
The Milton Building, more recently known as 
A4. It is an oblong tiered auditorium 'in the 
round', and its new name incorporates the 
official name. The original rostrum area is a 
back stage zone, while above it is a lighting 
booth with a full view of the acting area. It 
compares very reasonably with the old Nimrod, 
Ensemble or Pram Factory.
As the general title for the evening's 
offerings is Family Possessions, and as the 
word Family is on ly in the title of the first play, 
one seeks for enlightenment andfindsthefirst 
clue in the Programme, from Colin George:
'The theme of the evening evolved from 
a discussion with Ron Blair about a one 
act play he had in mind. The word 
"Possession” was plucked from the 
conversation, brandished in front of the 
other two authors and has led them, 
independently, and by very different 
routes, to a family situation — hence 
the title.”
The first play, Family Lore, by English-born 
Michael Cove, is a solid and well-crafted piece, 
concerned with a Sydney Jewish family, of a 
mother and father and their young adult son 
and daughter, the latter about to leave home 
for the first time to go and live in Melbourne 
with a married man, a gentile. The close-knit 
Jewish group is breaking up andthe play is one 
of articulated awareness, as parents and 
children come to their several realizations of 
what they are, and what they are not. Kit Taylor 
was impressive as David Singer, the father; 
ageing, resigned, self-aware. David's quiet 
philosophizing and his ritual rejection of his 
daughter at the end are alike the actions of a 
limited man, in whom the tide of life probably 
always ran slowly. Maggie Kirkpatrick's
Jewish momma, Frances, was splendidly 
manipulative, limited and traditional. The 
strength in playing here reminds one of Classic 
Irish theatre of the first decades of the century. 
Whether the play gives us the 'lore' of a family 
is dubious, but it is interesting as a 
commentary on the failure of friendship to 
emerge amongst this symbolic unit. It was 
well-served by Colin George's unobtrusive but 
authoritive direction.
Perfect Strangers, by Ron Blair, is something 
of a tour de force, being a dialogue play, 
concerned to explore the real or imagined 
reasons for the break-up of a liaison which has 
lasted for ten years. The scene is the main 
room of a city apartment with shelves of books, 
the divison of which is the formal 'business' of 
the last encounter between Pip and Alison. 
She has been married before and had two 
children before her meeting with Pip. He 
seems to have certain crises as to his social 
and even sexual identity, and to be concerned 
more with the externals of culture, books (the 
titles of which he plays with in a tedious and 
pretentious fashion) and with the opinion 
people may hold as to his words and public 
appearance. Judged at this level, he 
constitutes a monumental indictment of our 
educative achievements, general attitude 
towards culture, and even of our success in 
o v e r c o m i n g  t h e  t r a d i t i o n a l  
homosexual/asexua I position of the 
Australian young male. To complete that 
picture, Pip is also shown to be mother- 
dominated and to have absorbed his attitudes 
from her.
Kit Taylor played Pip with more petulance 
and less control than the part would seem to 
warrant, and the mood had soon shifted from 
the honest searching of an Osborne 
protagonist to the cruelty and crudity of a 
Tennessee Williams loverof the Streetcar sort. 
He was particularly effective, however, with 
the nervous staccato movements of the 
finicky person Pip is revealed to be, while all 
the nuances of contem pt, v io lence, 
indifference and pretense flitted across his 
mean scowling face.
That so much of the play's intention came 
through was largely due to the skill and 
understanding of Felicity Gordon as Alison, 
whose passivity and strength in sickness make 
her, in K.S. Prichard's 1929 phrase, 'the well 
in the shadow' from which another Australian 
male was afraid to drink. The overtones of her 
femininity, a generous mouth, unconvincing 
assertion, quiet and tearful questioning, and 
need for friendship, with her own sex and her 
lover — are all opposed by the third (absent) 
character, Pip's lowering mother.
Both characters are impossible figures, and 
yet they succeed, like most of Blair's other 
protagonists, because they are the vehicles for 
certain great truths about Australian society 
and human behaviour. The irony of the title is 
massive, since both were strangers all the 
time, he to herfemininity and need, and she to 
his brittle, pretentious, vindictive and 
devouring personality.
The third and longest play, Bob Herbert's A 
Man of Respect is, as the subtitle indicates, 
The Orestes legend re-told'. Set in an Italian 
household in Melbourne at the present time, 
the play moves through three zones — the 
social world of Australia, its bike rallies, and its 
policemen; the eternal world of the Christian 
(Catholic) church, to which all the characters 
give some part of their spiritual allegience; and 
a world of myth and the ritualistic re­
enactment of killings of vengeance, perceived
by the audience to have overtones from 
Shakespeare, Sophocles and Aeschylus, and 
beyond, but really understood as being the folk 
allegiance of Cosa Nostra, to which the Atrone 
family have belonged for centuries in Sicily, 
and which is clearly remembered and 
understood by all the adult members of the 
Melbourne household.
The first figure to appear is Ambra Atrone, a 
demonic virago (chillingly played by Felicity 
Gordon), an elemental Elektra (as the Chorus 
make clear to us) who suffers 'insatiable grief' 
and who has, in Sicilian fashion, assimilated 
the Mafia ethic to her Christian worship, with 
no concept of the incongruity or even 
blasphemy as she prays to an alter-shrine for 
her dead father. Her brother, Monty, is aroused 
to an awareness of 'our family honour' since 
his father 'was a member of the Honoured 
Society' and he has already realized his duty of 
vengeance, even before his sister initiates him 
into the Society. His killing of Egidio's dog is a 
ritualistic thrusting down of his own gentler, 
likeable character, as well as a warning to the 
victim of his own death. Philip Quast, a drama 
student, was astonishingly successful in this 
Orestes role. Maggie Kirkpatrick's Rosa, the 
mother, was gentle, passive, and vulnerable — 
hurt by her husband's adulteries, the prey of 
her own loneliness and sexuality. The one pure 
figure in the family was the young Aurelia, 
socially an unattractive girl of squat figure, 
who is aware of her sister's lust for her father, 
and is the first to regain sanity. Kit Taylor's 
Egidio (the lover) was not the featured role he 
had in the first two plays but it certainly high­
lighted tnis actor's versatility.
The play is ritualistic, powerful, a total 
experience, and a fitting climax to the 
inauguration of the theatre. Colin George's 
strengths as a director were amply present, but 
it was in A Man of Respect that he was able to 
display his talents at their theatrical best. It 
was in this play, too, that he threw his cap into 
the ring as the fourth professional actor by 
playing the Leader of the Chorus.
In every way, these three plays were a fine 
and unexpected offering in themselves, as well 
as embracing a variety of styles and responses. 
Perhaps the pity is that the audiences were 
limited by the size of the theatre, and the short 
season. Double and treble bills are always hard 
to manage, but it would be fitting publicity for 
the Drama Department of the University of 
New England if these plays were to receive
Kit Taylor (Egidio) and Felicity Gordon (Ambra) 
in A Man of Respect Photograph: Rob Hey man
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OLD TOTE THEATRE COMPANY
THE SH O EM AKERS 
HOLIDAY
Ron Blair
Rosemary Butcher (Jane). M ichael Aitkens(Hammon), Terry Bader (Firk), and Ron Blanchard (Hodge) 
in The Shoemakers Holiday. Photograph: Robert McFarlane.
I _____________________________
THE SHOEMAKER S HOLIDAY by Thomas Dekker. Drama 
Theatre. Sydney Opera House (opened 28. vii. 76.) 
Director, Peter Collingwood; Designer, Hugh Colman; 
Music composed by Sandra McKenzie; Morris Dance 
arranged by Karen Kerkhoven.
King of England, JOHN WALTON; Earl of Lincoln, JAMES 
CONDON; Sir Roger Otley, REDMOND PHILLIPS; Simon 
Eyre, GRAHAM ROUSE; Rowland Lacy, ROSS 
THOMPSON; Askew, JOHN DOMMETT; Hammon, 
MICHAEL AITKENS; Master Scott, JOHN WALTON; 
Hodge (Roger), RON BLANCHARD; Firk, TERRY BADER; 
Ralph Damport, DREW FORSYTHE; Dodger, BILL CONN; 
Dutch Skipper, JOHN DOMMETT; Boy, ALAN CINIS; 
Servingman, JOHN DOMMETT; Margery, MAGGIE 
DENCE; Rose, PENNY DOWNIE; Jane, ROSEMARY 
BUTCHER; Sybil, ELAINE HUDSON; Apprentices and 
Servants, BILL EGGERKING, IAN GILMOUR, ROBERT 
I SHAW, GRAHAM THORBURN.
What gives this comedy of a shoemaker who 
becomes Lord Mayor the breath to keep it alive 
— if only just alive — these last three hundred 
and seventy odd years? It is its exuberance and 
generosity. This unashamed piece of escapist 
Elizabethan entertainment offers us a view of a 
world where the good natured inherit the 
earth. The Shoemaker's Holiday is an ancestor 
of Oklahoma or Carousel, sharing many of the 
same self-satisfied values ("Our hearts are 
young/Our bellies are full/And we are feeling 
fine"), the same celebration of social mobility, 
good fellowship and the belief that love 
conquers all.
While Oscar Hammerstein might, for a 
moment, dart into a spot of existential 
introspection ("At times like this I start to 
wonder What life is all about"), Dekker never 
does. His play overflows with sunny heroes 
who sing while they work. The only villain in 
sight, Hammon who is played w ith  
lugibriousness by Michael Aitkens, has all the 
malevolence of a cigarette paper and his 
shadow is as short. Like the sundial, Dekker 
counts only the happy hours. Should a cloud 
appear it is sent packing in jig time.
It is as much a tribute to the age in which it 
was written, as to the play that The 
Shoemaker's Holiday has lasted. In periods of 
great craftsmanship even humble things are 
well made. In this production — sometimes in 
spite of it — we can still enjoy Dekker's 
gambolling vigour. My chief objections were 
to the set and the costumes which were the 
work of Hugh Colman. One does not ask for 
social realism or for a London showing the 
sores of vice, poverty and the plague, but Mr. 
Colman's bland and well scrubbed flats 
seemed far more in the spirit of a musical 
comedy than the director, Peter Collingwood,
should have permitted. The actors too were 
dressed for a costume musical. Dekker's 
cobblers are real, if idealised, workmen but 
none of the leather aprons here had a mark on 
them and the ladies pinafores were 
testimonials to the soap sud. Not one citizen 
looked as if he was wearing work clothes and, 
more seriously, they wore clothes of materials 
which looked as expensive as those of their 
masters.
This well laundered look set the tone for the 
whole production and restricted the potential 
of the interpretation. Indeed it might be said 
that some of the cast gave very well laundered 
performances. There can not have been a 
cleaner Tudor returned soldier than Ralph 
Damport who was played by Drew Forsythe. 
Mr. Forsythe gave his customary performance 
as the bashful bridegroom. He can do other 
things well, as those who saw him in Are You 
Now or How You Ever Been will agree, but 
unless he can vary his roles more in the future 
he is in danger of becoming the oldest stage 
virgin in the country.
His best moment was when he presents a 
pair of shoes to his wife as he leaves for war 
but it was robbed of its proper poignancy, I felt, 
when the shoes were brought on stage, 
unconcealed, by someone else. Even in 
defiance of the text, he might have brought on 
the shoes himself and unwrapped the package 
thus building the scene to greater effect.
In his production, Mr Collingwood 
emphasised the play's vigour, its famed full 
blooded quality. He has done his homework on 
Elizabethan bawdy and no reference from Firk 
— played with zest by Terry Bader, as if zest 
were Firk's complete measure — goes 
unwinked or without a stiffening of the 
forearm or some such similar gesture. I feel, 
however, that the pendulum has gone its full 
measure in this regard and not quite every 
piece of Elizabethan bawdy need be so 
relentlessly underlined.
What I did miss in this production was an 
opportunity to look just below the surface 
when the text permitted it. By having so many 
of the shoemakers played by young men, Mr 
Collingwood seemed to subscribe completely 
to the sunny picture Dekker presents. A play 
tough enough to last this long should stand a 
closer examination of its social grain. Only
Margery (Maggie Dence) was mocked with 
anything like the satire that is centra I to greater 
comedies of the period. Her aping of Queen 
Elizabeth I, red wig and all, in spite of being 
unthinkably inauthentic, is a nice touch and 
only pedants could complain. However, more 
might have been made of the relationship 
between Lincoln (James Condon) and Otley 
(Redmond Phillips). Since the costumes are 
Elizabethan, surely the aristocrat should not be 
dressed as a Puritan if he is to look down on the 
London merchant who should be a Puritan but 
isn't. One despises the other and this should be 
reflected in more than the text. Yet because it is 
easier to pair them off as "the elders" they 
come and go like the Katzenjammer kids.
The part of Jane (Rosemary Butcher) was not 
thought through as it might have been. Here is 
a girl whose husband is torn away from her to 
fight a war; who is later told that he is dead; and 
at the end, learns he is alive. Only on the third 
of these occasions was she permitted to show 
any emotion. True; she passively agrees to 
marry another man which a more spirited girl 
would have resisted, but passion and grief are 
not necessarily immune to self interest. The lot 
of a widow was not to be envied, if she was 
poor. By depriving Miss Butcher of at least two 
strong emotional reactions, the part is 
weakened. The loss in theatrical terms is far 
greater than the gain in motivation by making 
her a dull girl.
In fact passion was largely absent from this 
production. Take the separation of Rose and 
Lacey. In spite of their love for each other and 
the efforts he makes which results in their 
reunion, they greet each other rather tamely: 
alone at last, the lovers kiss each other on the 
cheek. One feels that the energy has been 
siphoned off into zest and bawdy leaving 
nothing for the few important moments of 
passion or pain.
Simon Eyre, the shoemaker who makes 
good, is played with brio and charm by Graham 
Rouse though he has a mannerism of jabbing 
the air rather too often. Simon is an innocent 
whose life is an idyll. He is a worker who, 
through his own industry and good spirits, 
becomes a member of the middle class. He is 
an impossible character but one realised with 
such conviction that he survives. Perhaps he is 
the reason why the play has survived too.
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would wish. Thefact is XhaXMan o f La Mancha 
has burrowed its way into the Australian 
psyche.
Why does it continue to appeal to Australian 
audiences? Its performance history has 
differed from other musicals because of the 
management's diffidence. As Charles West 
put it, the show always had 2Viyears of life in it 
but by the time J.C.W. gained confidence in the 
show itstheatres had been booked up. Sothere 
have been three bites at the cherry: 1967-68 
1970-71 and 1976.
Over that time there has been a sea change 
in the show and its audience, so I have gone 
back to my scrapbook of reviews for The 
Australian  to try to define that change. The first 
review of October 6 1967 was curiously 
prophetic:
"At last we have a musical thatwilltake 
us into the 70s", it reads. "I have just 
seen the most excitingly satisfying new 
idea in musical theatre since The 
Hostage — America's best musical of 
1966, Man of La Mancha.
"It opened last Saturday at the Comedy 
Theatre, Melbourne, and you will all be 
going to see it, it will be with us for years 
on the J.C. Williamson circuit".
The review goes on to notice the play's 
innovations in form and content:
''not only stripping the stage to 
essentials but in giving it a new 
dimension, in simplifying the music and 
integrating it into action, in* abolishing 
the interval and in giving us at last not 
just a 'serious' musical but a committed 
one".
Then it recollects the seriousness of the 60s:
"We have used the stage to accuse our 
leaders of murder, to parade and 
exorcise our public guilt and our private 
perversions but the musical, which 
was once the only new theatrical form 
invented by the 20th century, had 
become, together with Agatha Christie, 
the last outpost of Peter Pan escapism."
Indeed how serious we all were then. This 
was the post J.F. Kennedy period, of public 
action against materialism and manipulation; 
of student revolt, the hippie movement and the 
backlash of the Vietnam war.
But what I find interesting in my description 
of this early production of Man of La Mancha is 
its romantic optimism. Of Quixote the review 
says:
"He sees the good in evil and beauty in 
ugliness until we begin to believe in the 
good and the beautiful. Facts, he says, 
are the enemy of truth. He sees the 
events with the eye of the child we were 
all once, and to whom nothing was 
impossible."
By November 1970 the revival was, for me:
"stalking very comfortably and 
powerfully the middle of the road.
"It has better than an American 
reputation; it has an Australian one 
earned by its own merits and the 
audiences and party bookings are 
responding in kind."
By this time the eye of the child had given 
way to a more mature realism. The surprise in 
the imaginative exercises which transform a 
shaving basin into a magic helmet and a 
giggling lunatic into a sober priest, had been
J.C. WILLIAMSON THEATRES 
HONNON PAGE
M A N  O F 
LA M A N C H A
Katharine Brisbane
MAN OF LA MANCHA by Dale Wasserman. Her Majesty's 
Theatre. Sydney (opened 24.vii.76). Music by Mitch Leigh; 
Lyrics by Joe Darion; Director and Choreographer, Betty 
Pounder; Musical Director, Noel Smith.
Don Quixote. (Cervantes), CHARLES WEST; Aldonza, 
SUZANNE STEELE; Sancho, ERNIE BOURNE; Innkeeper, 
TERRY McDERMOTT; Dr. Carrasco. CLIVE HEARNE; 
Padre, NOEL MITCHELL; Barber, FRANK LLOYD; Pedro. 
ROBERT GREENFIELD; Antonia, MAUREEN HOWARD; 
Housekeeper, VALMA BOLTON; Femina, RUTH 
O'HAGAN; Anselmo. KHAN DAWSON; Maria, AUDREY 
DAVIS; Tenorio, KEITH LITTLE; Paco, GREG SIMMS; 
Juan. WAYNE HARRISON; Jose, JACK WEBSTER; 
Captain of the Inquisition, LEIGHTON WATTS; Guitarist, 
JEFF OLIVER; Guards, TONY GEAPPEN, JOSEPH 
DICKER, NICHOLAS LUSH.
It is not a newshowlwanttowrite aboutthis 
month — on the surface, in fact, it looks like a 
pretty tired one. Its recent revival has been 
noted with a passing nod of approval by the 
press in favour of the carriage trade.
But it deserves more serious attention than 
that both because it is a notable work and 
because it has a natural and strong empathy 
for Australian audiences. It is an American 
musical and yet it has made an indigenous 
success in this country which owes nothing to 
its success elsewhere.
The show is, of course, the Albert Marre 
musical Man of La Mancha (book by Dale 
Wasserman, lyrics by Jo Darion, music by 
Mitch Leigh). In its third season it is now 
playing at Her Majesty's Theatre, Sydney, after 
a too-short season in Melbourne.
Once again in the lead we have Charles 
West and Suzanne Steele each nine years 
older, and Terry McDermott as the Innkeeper 
and Noel Mitchell as the padre. Ernie Bourne 
replaces Robert Healey as Sancho Panza; 
Frank Lloyd makes every brief moment pay as 
the Barber; Clive Hearne is a sensible but 
unexciting Carrasco.
Directed by Betty Pounder with the 
choreography of earlierproductions, itappears 
to have been revived by the J.C.W. board 
without much enthusiasm, as a wayof keeping 
the theatre lights on until the company was 
wound up. The board had, in fact, little faith in 
the work from the start. Before the premiere 
back in 1967 the management was 
apologising to the cast for the disappointment 
ahead of them.
But audiences have shown them otherwise. 
Even today the show is alive and well while the 
Firm is crumbling around it; and is likely to 
have its life cut short long before its public
Suzanne Steele. Photograph: J.C Williamson's
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succeeded by a closer concentration upon the 
music and the text. Quixote had become more 
comic and more pathetic. He no longer 
triumphed, as I said in my first review, but 
accepted his fate half as clown, half as saint.
Suzanne Steele's Aldonza had become a 
Tosca of the musical; the rape gang of 
muleteers had shed their diffidence at what 
had been a daringly explicit piece of 
choreography and become tough and dirty. 
And as Carrasco, the conjuror of rationality, 
Norman Yemm'scold ascetic personification of 
the will in action, equal to the Inquisition itself 
in its opposition to the romantic imagination, 
had been replaced by Peter Adams' sternly 
unimaginative business man.
What is it like this time? The direction 
reproduces the shape of the earlier 
productions; but the form is no longer 
innovative or daring. It is transparently 
threadbare. The music has assumed the 
nostalgic familiarity of every famous old 
musical and has the audience applauding the 
i introduction to each number. And the whole 
performance reflects the sea change in Don 
Quixote himself — older, sadder and by his 
own admission a failure; and his admired 
Aldonza plum per and com fortably  
housewifely. At the end, when with the death 
of Quixote the Inquisition calls for Cervantes 
and he and Sancho make the slow climb 
heavenward, what once for me had been the 
triumphant ascension of the soul freed from 
the burden of the flesh, had become an 
expression of human patience under threat of 
f very real physical pain.
And yetforallthetiredness ofthe production 
style the work is as compelling as ever; and the 
death of Quixote still one of the most 
transparently moving stage scenes. The secret 
lies firstly in the commitment with which it was 
first written and which gives the work a moral 
backbone rare in commercial musicals; and 
secondly in its ambiguity by which the sea 
change is accomplished.
Charles West who has now given over 1,000 
performances in the role, has said that it was 
the portrait of failure in the first instance that 
attracted him. Failure has, of course, been a 
preoccupation of Australians since the colony 
began and both Cervantes and Don Quixote are 
the kind of heroes for which we have a natural 
sympathy. Mr West's portrait of failure has 
changed noticeably since the work was written 
 ̂ and yet paradoxically it has stayed the same. 
The change has been less in the mind of the 
actor than in the mind of the audience and in 
that ingredient of ambiguity in the text which 
makes this possible.
The year 1966 was a turning point in public 
attitudes both within Australia and the U.S. to 
the Vietnam war and Don Quixote at that time 
reflected a spirit of heroic optimism in the face 
of political immorality and bureaucratic inertia. 
People responded to the challenge of the 
impossible dream, wanting to believe that by 
\ passion one might shake the corner stones of 
realpolitik — that facts were indeed the enemy 
of truth.
The years that followed — international oil 
politics, Watergate, the end of the Vietnam 
war, in Australia the upheaval in Federal 
Government — have brought about a 
disillusionment with that romantic truth and 
with it compassion. Man of La Mancha reflects 
all that in the eye and earof the observer. So all 
in all it remains a show that must be seen — for 
nostalgia, for a good cry, for some good 
performances: or just to see what makes a 
show outlast its management.
Ernie Bourne, Charles West and Suzanne Steele. Photograph: J. C. Williamsons
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NEW THEATRE
THE C H A N G IN G  
R O O M
Rex Cramphorn
THE CHANGING ROOM  by David Storey. New Theatre.
Newtown (opened 31.vii.76.) Director, John Tasker; 
Designer, Tony Coote.
Luke, MARK ALLEN; Danny Crosby, JOHN CAREY; 
Fielding, JOHN LOVELL; Patsy Turner, BRIAN RALSTON; 
Morley. CRAIG ROGERS; Trevor, BOB BAINES; Barry 
Copley, ANTHONY MARTIN; Tallon, IVOR ROBERTS; 
Harry Riley, ED THOMPSON; Jack Stringer, LESLIE VAN 
DORN; Kendal, EDDY CROOK; Sir Frederick Thornton, 
HOWARD VERNON; Cliff Owens, ALEX POPE; 
Mackendrick. BILL HOPES; Walsh, RICHARD USSHER; 
Colin Jagger, TOM CONSIDINE; Frank Moore, ADAM 
BOWEN; John Clegg, JOHN FARNDALE; Billy Spencer, 
STAN ROSS; Gordon Fenchurch, GLENN HENNIKER; 
Sandford, BILL BENTLEY; Bryan Atkinson, GREG JONES.
Mark A llen (Luke), Bob Baines (Trevor), and 
John Farndale (John Clegg). Photograph: Gary 
Moloney.
Anthony M artin (Barry Copley), Howard Vernon (Sir Frederick Thornton) and Craig Rogers (Morley) in 
The Changing Room. Photograph: Gary Moloney.
At first glance the ideas of nudity and New 
Theatre seem anomalous; footballers 
undressing on stage seem an oddly decadent 
drawcard in a politically-committed theatre; 
the hollow laughsof partisans at the ironically- 
observed anti-Russian dialogue of an aged and 
reactionary cleaner seem to bear little relation 
to the breathless silence accorded the basket 
of jock-straps and the first bare bum by other 
sections of the audience.
I hope I will be pardoned for thinking first of 
this purely superficial 'plexus of anomalies'. 
It's just that I greatly relished the odd 
atmosphere engendered by the play, the 
theatre and the audience they brought 
together. In fact, however, the logic of New s 
programming became clearer as the evening 
progressed: what the production and the play 
are about is the bringing together of an 
assortment of individuals, and the making of a 
team. Football and acting are not without 
points of resemblance. And in the context of 
New Theatre the collective commitment of the 
actors, to the point of a perfectly-achieved tone 
of realism in changing-room undressing, is an 
effective symbol of other sorts of commitment.
Director John Tasker has trained the team 
and achieved the tone with great eclat. He has 
assembled actors, by open casting and from 
newspaper advertisement, who made credible 
footballers in a wide range of characters and 
types and, without having read the play, I 
suspect he has done a very good job of casting 
the roles as David Storey has written them. He 
has also secured a set that looks like every 
changing room you've ever seen (designed by 
Tony Coote) although the fireplace and heater
are antipodean features appropriate to the 
play's English setting. And he has assembled 
some technical extras like crowd noises and 
'the match' on tele for interval realism.
The play is a triumph of the sort of selective 
realism that can run to 'types' but avoid the 
gruesome, hum an-interest, tele-series 
overtones that might so easily associate 
themselves. It allows itself neat theatrical form 
(three acts, before, during and after the match) 
and one hoary old character cliche — the old 
cleaner who shuffles on fore and aft like all 
those gardeners-cum-choruses and folk- 
wisdom-encumbered handy-men who haunt 
the expositional peripheries of drama — like 
the one who sings 'Shenandoah' so often in 
M ourning Becomes Electra. In this area I could 
have done with a little more understatement 
from both writer and actor. Such problems as 
there were vocally, what with the North 
Country accents and all, seemed perfectly 
acceptable in the realistic context — the 
dialogue wasn't making the primary 
communication anyway. For me the primary 
communication was of some twenty men who 
had, with the help of a script, found characters 
and collaborated to present them effectively. 
That is a very different communication from 
the usual theatrical one — a dead script being 
carefully re-animated.
I am somewhat ashamed to admitthatthis is 
the first play I have seen in New Theatre's 
Newtown premises and I liked them very much 
— the auditorium and broad, open stage have a 
good, business-like feeling, appropriate to the 
concept of the group and to a serious and 
down-to-earth attitude to the theatrical 
medium.
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HUN TER VALLEY T H E AT R E  
COMPANY
BEDFELLOWS
Robert Page
BEDFELLOWS by Barry Oakley (opened B.viii.76.) Director, 
Designer, Michael Rolfe.
Carol Cummins, KERRY WALKER; Paul Cummins, 
ROBERT ALEXANDER; Bill Butler. TONY SHELDON.
"A dull marriage,(and)an entertaining game” 
— on the side, of course — is at the centre of 
Hunter Valley Theatre Company's Bedfellows 
at the Arts/Drama Theatre. Barry Oakley has 
written a little night music with a few jarring 
and hollow notes thrown intosprighten upthis 
nocturne.
Its three figure excercising of a Melbourne 
menage takes the direct route to articulate and 
urbane dialogue by making the lover a fiction 
writer and the husband, who "discovered" 
him, a literary magazine editor and university 
english lecturer. Confident artistry in the 
penning of their repartee controls what would 
otherwise be transparently contrived wordage. 
The wife, unmatriculated from the mill of 
tertiary education, is the straight man to her 
husband's verbal dexterity, but, in the opening 
gambits at least, has the forearming of being 
forewarned.
Her revelation of an ongoing affair with the 
best friend, turning the tables on the 
husband's confessions of a recently dead one, 
triggers a long night's journeying into day. 
After fifteen years she has begun to bud. A 
philosophy course at La Trobe is awakening 
her intellectual powers, and a new spring of 
romance, with the creative artist, her 
emotional responsiveness; the one earns 
hubby's disdain, the other ends in the pain of 
rejection. And in the return from love-dreams 
to marital dreariness lies a real desperation 
only qualified by this not being played 
impassionata.
Michael Rolfe's orchestration of the piece 
gave full reign to Robert Alexander's 
considerable talents in a performance which 
ranged from  comedy to co n tritio n , 
manipulation to masochism. But to do so was 
to court imbalance for it left Kerry Walker, the
wife, as a foil, frousy, depressed and 
depressing. Tony Sheldon, too young as the 
mid-thirties lover called for in the script, came 
over as a predominantly truculent rival. This 
trio lacked the taut togetherness, and thus the 
veracity, of the mates and lovers situation. 
Lacking grip between themselves, the actors 
tended to play the comedy straightthrough the 
fourth  w a ll from an incon sis ten tly  
d is c r im in a te d , and u n re a s o n a b ly  
impoverished, bed and sit setting. Flaws atthis 
level, to which could be coupled the more 
remediable ones of pace and timing, not to 
mention the lighting, seemed to arise from a 
directorial inability to get to grips with the 
problems the play presents.
For quite how does one pitch a work in which 
the characters by the very nature of their 
purported liberal/cosmopolitan attitudes will 
defuse any explosive situation and make 
equivocal any standpoint? In which in a lapsed- 
religious, lapsed-moral world, heroism and 
despair become mock antics and sufferance? 
In which crucial issues are knocked back and 
forth like table-tennis balls yet are couched in 
heavy-footed symbolism: the milk, the garbage 
out in the open, and the essay on the 
philosophy of punishment? At the end of the 
minor three-way exorcism there is no new 
reality to be afraid of; the mechanics of the old 
one have merely been restored.
Paul, the husband, does try at least to find a 
little glow left somewhere, "what's the word 
I'm trying to think of? I remember. Love. I would 
have thought there was ... love". That it should 
come to this — feelings reduced to semantics, 
"love, doesn't seem the right word any more". 
Marriage is reduced to empty pragmatism, just 
as the punishment essay is dealt with by the 
couple hitting each other. The existentialist
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CANBERRA YOUTH THEATRE
PALACH
Roger Pulvers
PALACH by Alan Bums and Charles Marowitz (opened 
5.viii.76.) Director, Carol Woodrow.
Boy. RUPERT BURNS; Girl. SPIKE MONCRIEFF; Priest, 
TIM MACKAY; Mum, LISSA BENYON; Dad, TOM 
McGUIRE; Students, LIZ PATERSON, STEWART GLIPIN. 
FELIZ RYAN, EWA CZAJOR, JOSIE LOLICATO. ANDREW 
FOSTER. JO FLEMING. DAVID NICHOLAS, JANE 
BURRIDGE. MATTHEW BARNARD, ANNA ZUBRZYCKI. 
MARCELLA O'HARE, BOB QUIGGIN. BRUCE DICKSON. 
RICHARD GLOVER
Most drama is concerned with an event. 
Palach deals with after-the-event. How do we 
receive information about a particular public 
act, like a demonstration? What are we told to 
believe about it by the media? How are our 
reactions moulded and mobilized by the press? 
And, perhaps the main question posed by 
Palach, how can we understand a private act, 
like self-immolation, once it 'enters'the public 
realm?
The play treats all these questions, and the 
production, by Carol Woodrow and the 
Canberra Youth Theatre, begged none of them. 
In fact, it was one of the most brilliant 
productions of political theatre I have seen in 
its skill, clarity, and committment.
The Reid House space was covered in 
muslin. Words, all beginning with the letter'P', 
overlapped on all four walls: Pill, Prophet, Play, 
Palach, Poverty, Popcorn ... This was the first 
sign of public word-abuse and trendiness that 
pollute our media. Taped speeches and t.v. sets 
left on were the second sign.
There were four platforms in the room, one 
in each corner. On one sat Mum (Lissa Benyon) 
and Dad (Tom McGuire) at a breakfast table, 
the breakfast table, talking banalities. At 
another was a crowd around a Jimmy-Durante 
priest (Tim Mackay). The priesttold sick jokes in 
rapid succession while the crowd interjected 
loud mechanical guffaws. While the old couple 
argued and cooed in the language of television 
commercials and the priest belted out his lines, 
the boy (Rupert Burns) playing Romeo and the 
girl (Spike Moncrieff) his Juliet called to each 
other from the two remaining opposite corners 
of the room. This opening was stunning, for it 
was a blast of several kinds of language that 
symbolized confusion and purposeful 
muddling. The authors were criticizing theatre 
too, by inserting the bard; for how has theatre
impasse has become a crack in a suburban 
pavement.
In Newcastle the play's parochial references 
are lost, the peer group remote, any 
recognition of drawings from the life 
impossible, and the Carlton type insufficiently 
typical. One must presume a very different 
circumstance when it played on home ground; 
an assumption reinforced by the one or two 
conspicuous Melbournites in the audience. 
Here it could only be presented as a genial, 
safely-titillating comedy. Little bite, bouncing 
bedclothes in semi-darkness and a coy little 
part-strip sequence — less gutsy then than 
Williamson, and less risque than Brian Rix or 
Ben Travers. Its formula seems to have 
worked, however, when played away in 
Adelaide, Sydney and Perth.
The Hunter Valley Theatre Company
displayed impressive promise with Floating 
World and Hamlet On Ice, showing their 
strength in ensemble work. Since then they 
have chosen "safely” , but found that 
successes elsewhere give no guarantee in this 
region, as proven by their production oiEquus 
(this would seem to be the only place in the 
world where the play has bombedl). Newcastle 
is not anti theatre; it supports over thirty 
amateur groups. A greater sense of the 
character and aims of the H.V.T.C. needs to be 
felt and particularly its place in this 
community. Pot pourri is not policy. Perhaps 
Bedfellows is tame and convivial enough to 
have the desperately needed appeal, but, 
though no-one is questioning the need for the 
company to remain here, I fear it is going to 
need music more strongly played than this, for 
a continuing hearing.
Robert Alexander (Paul Cummins) Kerry Walker (Carol Cummins) and Tony Sheldon (B ill Butler) 
Photograph: Tony Rapson Coe.
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helped us to come to terms with violence and 
planned misconception.
All phases of society are represented here. 
The priest strips to his G-string in a display of 
tawdry, if a bit kinky, religiosity; the girl is more 
concerned with her hair-do than the pints of 
kerosene that covered Palach; Dad is hung up 
on Hollywood and Winston Churchill. During 
these displays of private indulgence, the boy 
confronts the audience with those questions 
(what this play would cynically call 'nagging 
questions'). It one person burns himself to 
death it is a totally private act. But if everybody 
reads about it, it becomes a public act and 
therefore loses its true significance unless 
people can perceive it for themselves. "How 
can this dilemma be presented dramatically, 
theatrically," the boy asks.
The priest goes on to lecture us about non­
accidental death. He admonishes parents to 
protect their tots from mishap by fire. 
Meanwhile, in counterpoint, the boy continues 
to talk about the motives of martyrdom.
In one tremendous scene, the old couple is 
confronted by the crowd of students The 
students shout protests at them. But the old 
couple's answers are always pat and smugly 
intoned, as if out of the mouths of governors- 
general or their secretaries.
Carol Woodrow apparently worked her 
young actors three months on this, and it 
shows in their tough approach to the script. All 
the cliches, all the rhetoric, is effectively 
mimed in action worked out during the 
workshops. There were improvised scenes 
which changed in the two times I saw the 
production. The most moving of these was the 
argument between the boy and girl, by then 
living with each other. The awful, classic male- 
female scene in which the male chews out the 
female for making cold coffee and misplacing 
his papers is done in reverse-roles, with the 
girl spitting out the boy's miserable coffee. 
Later the boy is given a birthday party and is 
called upon to make a speech about his future. 
This speech too is largely improvised and was 
handled with immense skill by Rupert Burns.
The long workshop period paid off. Every line 
is physicalized by the cast in some meaningful, 
or purposefully meaningless, attitude. This 
leaves the audience with a visual after-image 
of the language. The play itself is about 
memory, how we recall certain news events. 
And the physical motions of the cast impress 
the memory with the troupe's interpretation of 
the events in Czechslovakia after the Russian 
invasion.
The p e rfo rm a n c e  m a tc h e d  th e  
committment. But I was especially taken with 
that of Rupert Burns. When the play called for 
vain pleading, he hadthestrength;andwhen it 
called for introspection, he had the depth. Tim 
Mackay, too, as the priest, was truly excellent, 
especially in the scene in which he mocks 
Palach by playing with a kerosene can and 
showering himself with tinsel.
Alan Burns and Charles Marowitz wrote 
Palach six years ago, as an attempt to come to 
terms with the act of an individual after it had 
been totally 'interpreted' by the world's press. 
The rest of us watched as Palach burned and 
judged him on the basis of morality, ideology 
(take your pick), common sense ('only a nut 
would do a thing like that'), or indifference. Our 
opinions were shaped more by the cliches, 
rhetoric, magazine gloss, sloganeering, ads, 
interviews, pop tunes, or press sermonizing 
than by our private reflection on the event. It is 
these opinions that this play treats with 
genius. The death of the world itself might go 
unreported for lack of the right phrase.
Tim Mackay as the Priest in  Palach. Photograph: Canberra Youth Theatre.
There’s No Business Like The
SHOW BUSINESS 
BOOKSHOP
YORK HOUSE BASEMENT ARCADE 
294 Little Collins Street, Melbourne. 3011 
(Directly opposite Australia Arcade)
COMPREHENSIVE RANGE OF TECHNICAL BOOKS ON:-
Stage Management, Mime, Lighting, Direction, Speech, Movement, Makeup, After Dark &Dance Magazine.
Theatre Australia,Plays & Players, Dance & Dancers, Films & Filming
Large stocks o f LEICHNER makeup, Direct Importers o f M. STEIN COSMETICS (USA) and many items previously unavailable in Australia.
PROMPT MAIL ORDER SERVICE
PHONE (03) 63-7508
Page 24 Theatre-Australia  Sept-Oct, 1976
SOUTH AUSTRALIAN THEATRE 
COMPANY
M A JO R  BARBARA
Guthrie Worby
MAJOR BARBARA by George Bernard Shaw. The 
Playhouse (opened 19.viii.76.) Director, George Ogilvie; 
Designer, John Morrison.
Lady Britomart Undershaft, DAPHNE GRAY; Stephen 
Undershaft, ALAN ANDREWS; Barbara Undershaft. 
ELAINE BENTLEY; Sarah Undershaft, PEGGY O'BRIEN; 
Charles Lomax, DOUG GAUTIER; Adolphus Cusins, 
EDWIN HODGEMAN; Andrew Undershaft, DENNIS 
OLSEN, Rummy Mitchens, JUDE KURING; Snobby Price, 
PATRICK FROST; Jenny Hill, JO ENGLAND; Peter Sirley, 
JOHN PAISLEY; Bill Walker, GEORGE SZEWCOW; Mrs 
Baines, BARBARA WEST; Bilton, CRAIG ASHLEY.
Major Barbara: — in which an arms 
manufacturer and mystic, who is a self-made 
millionaire; a professor of Greek, poet, and 
collector of religions, who is destined to 
become an arms manufacturer; and a 
Salvation Army major, who is destined to 
become a saviour of souls, discoverthat money 
is the most important thing in the world; that it 
is a crime to be poor; that all power is spiritual; 
that you cannot have power for good without 
having power for evil too; that God's work 
should be done for its own sake, free of the 
bribe of bread of heaven; that each is the 
other's accomplice in life; that for every man 
there is one morality ... his own.
Tuesday, August 16, 1976: The Budget is 
handed down in Parliament House, Canberra. 
Wednesday, August 17, 1976: 'The economy 
is now set on the right path". — Budget 
speech.
Thursday, August 18, 1976: Major Barbara 
opens at the Playhouse, Adelaide.
Major Barbara — in which every person has 
a price.
"More and more Australians are coming to 
understand, one way or another, that they 
must pay for the things they want." — Budget 
speech.
Seventy one years after the play first 
appeared Major Barbara isagain with us ... as a 
museum exhibit, a classic, a modern play 
which points up contemporary truths. At 
seventy-one the work can be any and all of 
these things.
"All pensions will rise from the first payday 
in November in line with the consumer price 
index rises over the past six months ... The 
increase will cost the Government $190 m. 
this financial year.'" — Budget speech.
George Ogilvie's production hugs the text 
and skilfully reproduces a period piece, with 
feeling for the period, and thereby reveals its 
museum quality to the extentthat it plays upon 
the differences and idiosyncrasies of a bygone 
age — in its dressing, its detail, its manners. As 
a classic it is treated with due respect and 
evident affection but is denied the pummelling 
of new approaches and the mining of new 
truths and relevancies which might truly test 
its classic qualities. As a truly modern play ... 
the production neither pulled nor pushed 
Shaw's punches, and the audience did not 
appear to be in need of fancy footwork. They, 
like little Jenny Hill the Salvation lass, took it 
on the jaw and smiled, which suggests that the 
treatment settled for contemporaneity by 
inferrence rather than by explication.
"... the budget puts people first, but it would 
be rash to predict an early reduction in 
unemployment". — Budget speech.
By doing so the production avoided playing to 
Shaws 'weakness', his penchant for making 
speeches, but it alsogave those who wanted it, 
the 'out' of treating the work as a comedy of 
manners with a sting in its tail, when in fact it is 
a radical piece which satirizes manners, 
propriety breeding and so on.
On opening night the manners element 
prevailed over the ideas, despite the vehement 
and authoritative efforts of Dennis Olsen to 
preach the rhetorical, aphoristic, canonical 
Gospel according to "St!” Andrew Undershaft.
"I am the government of your country ... 
when I want anything to keep my dividends up 
you will discover that my want is a national 
need ... Government of your country! Be off
with you ... I'm going back to my country house 
to pay the piper and call the tu ne .” 
—Undershaft,
No one appeared to squirm in their seat.
"The objective of treating inflation as the No. 
1 enemy and of meeting it by rigid adherence to 
a policy of tight control over public spending 
remains unqualified," — Editorial, The 
Advertiser.
"Aiming at the minds of playgoers instead of 
their emotions, Shaw transmitted his ideas of 
social and political reform with a superb moral 
passion during this time of his Utopian 
optimism", says a programme note, and 
indeed these hallmarks are invoked by the 
production, along with his acerbic wit, the 
music of his language, and his ability to "bring 
his matter home to the eyes".
However, in a decade (and in a city) which is 
'discovering' Brecht, something more radical 
in conception might have been attempted, 
taking Brecht's St. Joan of the Stockyards as 
an example, to give even greater force to 
Shaw's progression of scenes from the library 
(?) of Undershaft's house to the Undershaft 
arms factory.
Bergman has brought change to Ibsen, why 
should not change be brought to Shaw?
It is not until the factory scene in act three, 
that the true power of a dialectic of action and 
context is fully revealed. When it is, the 
juxtaposition of people, philosophies, and 
place, carries the production into an altogether 
greater realm of communication. The image of 
Barbara finding her flagging spirit and a 
rejuvenated life force amidst the explosives, 
shells, dangling straw dummies riddled with
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Edwin Hodgeman, Elaine Bentley and Daphe Gray in Major Barbara. Photograph: S.A.T.C.
the shot of super-efficient weapons, noose­
like chains, and lowering gantries, all encased 
in a red brick fire-box, is one which speaks with 
an eloquence and spareness w hich  
diminishes by contrast to the commitment to 
vaulted ceilings and panelled walls in act one, 
and even the whitewashed Salvation shelter of 
act two. It is possible to imagine the whole play 
set within the kind of selective semi­
abstraction which the end of act three 
suggests. By obeying Shaw, and saving this 
capping-off effect until last, however, the 
production may have sacrificed some of its 
contemporary affect.
"Defence quota up by 18p.c...' in these 
uncertain times, the highest priority of any 
national government must be military security"
—Budget Speech.
Nevertheless the company has explored the 
givens of the play with ingenuity. Apart from 
fine performances from Dennis Olsen and 
George Szewcow as Bill Walker (which drew 
spontaneous first night applouse), the cast as a 
whole have grown into the play and its rhythms 
with assurance. The production, after a week, 
has found balance by letting the class and 
intellectual tensions work for themselves 
instead of pressing them into the service of self 
projection and stage personality.
It has been said that for every action there is 
an equal and opposite reaction. George Ogilvie 
has made that law of physics a near truth for 
his stage. Olsen, Szewcow, Patrick Frost 
(Snobby Price), and Edwin Hodgeman 
(Adolphus Cusins) turn matter into energy 
which fires fellow performers.
In a play notable for the vehemence of its 
verbal attack, Mr. Ogilvie's tactic of wordlessly
establishing each act paid dividends: Lady 
Britomart silently ruling her domain; Snobby 
Price silently (almost) filling his stomach; 
Major Barbara silently surveying the seat of 
her torment and her salvation; absorbed and 
primed attention for the inevitable avalanche. 
Frost in particular with his first mouthfull of 
Salvation bread and treacle chewed over the 
crux of the whole act; what the value what the 
cost?
"I saved her from the crime of poverty...”— 
Undershaft.
"Yes the seven deadly sins: food, clothing, 
firing, rent, tax, respectability, and children." 
— Undershaft.
"Budget changes little for man in the street." 
— Headline.
"The Aboriginals budget is cut by $33m." 
— Headline.
As Major Barbara, Elaine Bentley worked 
with directness and honesty towards Shaw's 
vision of the apocalypse — the raising of Hell to 
Heaven. Assum ing the U ndershaft 
independence of mind, and the Britomart 
passion for possessions, organization, and 
mothering she forged a link with Edwin 
Hodgeman's Cusins which proved ultimately 
to be as persuasive as it initially appeared 
improbable: ... a potent enough mixture of 
Gunpowder and Money, Blood and Fire.
If there is a place where the production 
falters within its own parameters it is in the 
interpretation of Lady Britomart. It is important 
for the play that she is, as the programme note 
suggests, an avowed believer in free speech 
and a democratic franchise yet at odds with 
these principles in natural masterfulness. 
Daphne Grey appeared to acknowledge this yet
made the character more eccentric, sillier, 
than she must be in order to make Undershaft 
earn his points, and Barbara her measure of 
freedom. Because of this approach, her other 
children, Sarah, Stephen, and in a sense 
Lomax, have to be played as simps. They are 
not, nor need they be. Propriety, duty, and the 
belief in immutable rights and wrongs must be 
at least plausible as moral sustenance for 
some human beings, otherwise what is the 
point of Shaw's comprehensive demolition of 
the ethic of which they are cornerstones. 
"The world scraps its obsolete steam engines 
and dynamos, but it won't scrap its old 
prejudices and its old moralities and its old 
religions and its old political constitutions." — 
Undershaft.
"In discounting completely the proposition 
that higher government spending or a bigger 
deficit may be appropriate to ease the problem 
of unemployment the treasurer has chosen a 
course of economic management which 
coincides exactly with the political ideology of 
his party." —Editorial.
"This play of mine, M ajor Barbara, is, I hope, 
both true and inspired: but whoever says that it 
all happened, and that faith in it and 
understanding of it consist in believing that it is 
a record of an actual occurrence, is, according 
to scripture, a fool and a liar, and is hereby 
solemnly denounced and cursed as such by 
me, the author, to all posterity."
Thus Shaw endears himself and his play to 
us ... and to all posterity.
"STOP PRESS: Budget lift to U.K. Shares" 
— The Advertiser.
"Wot price salvation now". — Bill Walker.
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SHOESTRING, NEWCASTLE 
HELP!!
The Hunter Valley Theatre Company based in Newcastle, is the first and only regional theatre company in Australia. Our telegraphic 
address is Shoestring, Newcastle , and that's how we exist: on a shoestring. Unfortunately, its wearing a bit threadbear at the moment.
What we've done: Since we raised the curtain on John Romerill's The Floating World on March 12, we have performed Hamlet on Ice, 
The Glass Menagerie, Equus and are now playing Barry Oakley's Bedfellows; as well we conduct a vigorous community programme of 
workshops, lectures, lecture demonstrations for schools, performances in factories and prisons and act as a drama resource centre for 
the region. Our next production, if our financial crisis is resolved, will be the premiere of a new play by a Newcastle writer, set in 
Newcastle, A Happy and Holy Occasion.
Why we need your support: HVTC is a non-profit company. We depend on box office receipts, individual and commercial support to 
survive.. No theatre company in Australia can afford to pay all its employees award wages, as we do, without subsidy. We have none. 
Our wages bill alone for the year will be about $100,000. In spite of support from the Australia Council ($12,000) and the NSW 
Government ($2,000) and support and promises of support from local industry, we are in the red at the present.
How you can help: By taking out membership for just $10 (more if you'd like to give it!) which gives us an income and you the oppor­
tunity to be involved in this pioneering community venture. Membership entitles you to vote at HVTC meetings, stand for the Board 
of Directors, as well as to a concession on ticket prices, preferential booking privileges, a newsletter, special members' nights and a warm 
welcome should you come to Newcastle. (We cherish our angels !)
WILL YOU JOIN US?
Terence Clarke, Artistic Director Bernard Hartnell, C.B.E., Chairman
To the Hon. Secretary, HVTC, Cnr. Terrace and Tyrell Street, Newcastle. 2300
I/we of postcode
l/we agree to bound by the articles of association and enclose $ (being at least $10 per membership).
Signed Date
t t v t v  y
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W ritten  & D ire c te d  by S TA N LE Y  W ALSH 
Starring ALFRED SANDOR 
BARRY LOVETT ANNE SEMLER
BOOKINGS: 909 8222
WINE & DINE FROM 6 P.M, CURTAIN RISES 8.30 P.M.
Performing Arts Year Book of 
Australia
A collation of all productions 
during the previous year in 
Australia in Television,
Film and Theatre.
= =n as
§ — E "ao -n ■
•  156 Military Road, Neutral Bay Junction.
M t M H M C m t M M I H f t H H M H t f H d C M
CONTACT DIANA 
969 8500 
FOR SINGLE OR 
MULTIPLE 
SUBSCRIPTIONS 
SHOWCAST 
PUBLICATIONS
‘sassanae
pue sjojae leuojssajojd 
uenensny pe A|jeau jo spejap 
pue sjae;uoa 'sijdejßotopd 'sauie|\|ISYDAVOHS
•a <
co
> ï
J 2
>  «B
©
tfl "O O _
% 2  £o o  
«o 3  E
1 2 
0, 2
2  P  
C ©
O UJ
P
O 0  
O - D ^
©
-1“ i_ Je
5  CO
£  £ 5
0)
O 2  °
^1. 5  P
2 ^ 8  
jo E c  
Ac
03 o  o» 5-
»  3  <2- I 1
Je . JS 
0 * 0  
8 5 8
QQ 5  QQ
; C O to ©
i 21 © <D m
i ® S E-*. — C © O 
; © to £
-  ■»M «
•  S .i S1 © ■ »- Ç-
r W -Q ^5 3  C Ç ©
; g L l . t í á 5
V  3  ® c  
£ o © o
_C0 
3
E
^  -O o «  =  c *- 
-  © w
© UJ S to 
« tó C ■=
— © 
0 © O OD
ro 2} ■o 3
©
to P  
— O)f l
(O
© O
S ?~  o 
5  2  
O -Cgs
© m
> 0  >< ÎT U
C © <  QQ >
“  « T eV  © © t
~ c  ík  © 
: e
— *"* (/Î
O O 
O) «
© u  © —
© © © l_ *- >
© 5  %p  Ac 2
3 mo © > -p
© «
E 5  
«- o
© C
e> c  
— o
f ¡
Je  7 -OO V ©
O © ® 
QQ §  ©
« O
£ E
! f
S  ®© p
© — 
r  ^p  ©<o
5  >. o
< I Í
g
O 2  ■ §
2
©
8
©©
,8 8 »s.
^  o  o  •*» o c
^ © S pX- ^ OI
© « O Ç 
to !> o t- 
o ^ í♦ - o ©
© C o
© £ ro
to
C  _
2  ©V) £
'S 5 >o c
8 "O to g tò
£ i S < * £
■Ae
* 2  *
p  o  
cd —
— 3 W«IIIs-S•^p ©
te © © w g <- -c ©
§  O. ®
Z £  ©
-  o. E
P  C  ~  
2  _  c
s i s  
0  © —
.E © §  «- 2
0  E 5  
c  .© .«■* <o '© c
£ ? £  
. Je T
1  O g 
5 cq5
U  CD 
§ 2
i  i
* -  CO(D >•Je o
I  ° >.
0 ' ® r  ^  ^E — o  
8 | p
| |  g
■ _* Q. 
©  C  O- _« ~  ©
© «- “  
O
o> — c E ©o 0 !fc
t -  ©  <0CO 0  
05 »- 
.Ç 3  
to o  
. 3  >- 
~  P
.2 ©
> 8 ^  
3  3 ^  
O O ©>- >~ >
-1 CD
© 2 c  
55 © Ea  © of ? |
o “  ©
o » ^
2  >
O 0
2 . Ê
•ie 7  "»s o * o
2 2  8 
DQ 5  DQ
>
©k_
'd
£
CD 0)
^  9 -
05 ■
E 3  
^  00 
ro -X <- ©
3 -a
O 3  
J3 © ■ 
© xJ
IfíC  0
a
-s
CD ♦ -
c -M m- © g
O ^  l_
■ p c_  ©»♦-
_>■  a>
■  fC a  
2  E
© 3
«  —1 
O TJ
oS »
•. © E 
c  s  © © 2
© 2  n © ~
E 5 ¿ -fe
E ® o je
F °© m
C w 
3  "O .2, © 
7  ® 
g c  
2 “  
.. -Ae 
© o 
o
o :© 
.o o  a  ©
*- "o 
2  ©
> © >  T3
t
© . 
*: QQ
 
©
E
i¿  —
S 2  
5  *
» J 5 . I
SS = S
_  E
** "ö ©
o  ä  .S 'S
E © ® ©— ® ciT V  ^ t  
^  Q) (0
§  S g l
_  C  © 
^  ® © 
E o im Q. mC- r  ® 
©  -  C 
■ £ ^  £  
.c © ©
•tí ©
5  .© -
T3 >■  ®
J  Ë .>
O © -
E © "p
-« O ^
® «Q 82
© C 0  © c
© 2  " i  o
«  £  °  o  ®
c  S  ?  -  5
O 3  E © O
2  <  © ® os
I-' — C 0 >VS © ■— ^  c  E © — ©
I  o í  i  © 
§  c
_ © O  *-
?  ™ 3  © £  Ol ■ o  i.
-  © -c _  >-
© I  -O =  2
O) © $
D
S E P
CO
S . 1c i  2  .
ro a - iE 'S  ®
ô  ®
8  J
s .  E 
© 0  
f— o
C E
© o
Is
0
CO 0
C ® 
CD -£
Q-
J  4-« _ CD
°  c  to E >- 0  — — o
V E © m X  “ F  —  ©
»  «  E-Q  ï<2 TJ 0  © 3  
Ç  ro ”  O TJ
u.
- - S U
© -  c  w <. o
1  ^
2  o X-
a l s© QQ ^
© © =  >- 
© ©
O
xJ
~J :S*
-x c  
"  ©
K
O  .°5
^  CD
$  CO
b  o
^  °  O  Qc 
O  cü
C r>
o .5  
Ö3-C 
•S 05 
■ i-S  
.<2 j= 
S ^
v: o 
© o
Í  QQ
© to
.E
O "Z
. O'© c
^  J7) «Q (O ^  Jî CO
o 8 Z  S -c ex s  ®
"* ■ !* c* 8  
(X 5  5  ©
>  V. © —
hx I  .S2 Ü  
K  -X 2  o
o  © © S
^  'S QQ
©
•C
P  V.
O © CL-Ç
W © 
TJ ©
~  O
-° E 
I - C
05 
Ç :
ì  Ì  
O à
©
Q. © 
w x:
-o tJ 
.2 ©
-° o 
© =  
s  ®
5 ~o © =  «
F o 2  s-
© §  
£ o a
© _  3  JZ
^  ü t  
v. 3  ® 
© C ^
-c VSx C  Co o o  
c  -o 
2  o  c
m*. ©
"E © O 
S - ^
05 =  *5 —
2  ©
E © 
— ©
© 2 
» © 
AC ÍS.
© MI fw E ■m te o © 
a- E
« Q 
P  CO
ò  . c '$
CO Cz 
Q) C 3  £ S oO v. >- 
©
S
o =  
2  ®
c
o -e 
© 8 
© 5 
© — 3 -2
5  to
_  ©
2 * "o © X
2 2  8 O JS .2  
< 5  QQ Q S H
CDCO r>- — CO
2  8 © o 
Ac to
_  W C  3  
c  © O OE c  >
® 2  o ©
P  W ^  ^
C  3  m ®
— O ro ©
0  -O 3  Z
§ > 2  °  c  
© o - o - o  
_  c  p  >■  © © _1 !E =
^  C  —  > .
a  je m o  
r  © © r  
5  to £  ©© o
°  I I ' 3 ®
c  P  © o
& 5 1 6 «
. ■Ae . 3  t j  
* O 0  © ©
V CO ï. o
5  QQ A¿ £  o
je
■ 05 © o8*
o © 
Z £  ©■- >  050  X C
£:
Jf £
œ > ■©> > © 
S o i
~  05
P  "O c  — ® ¿  
je E ©r- CD k-I 5 »
^  © 0  P
o © E 8. 
© «
V  0  Z  C5  CO © —
°  " r 5°  â: t—05 0
O À) £
© pI >
z  $
©
05 JZ 
C  .P
© §  
©
P  TJ
I
g  3
P  
©
•£ "w
© i_ —
® ©
î j ô s
^  © 2-  CO) Ac *
©
ô 5
to to a ©
X CL 0
$ £
O es- I—
X  "O© -X
* S ?  O2 © c  o
“  £  tD c5  
2 2  
E 0
© o  
© m
.= ü  O *x
a  05 QQ
±  o  
P  © 
© ® 05 _
E ^  
T  -à: 
*  8
0  ro
“  05
© - £  C O  
°  fe C
E — S 
-  0  ® 
2  -c c  — © — 
TJ > ©
w O O to > x:
® -  «
© © © « i r  ¿  
3  p  o
§  «  tô
p  © 0  
°  X  p
WI?
5  o
2  E 
© — 
Sz c
CD CDJZ O
CDp  © C© p 0 O
B 05
C
COc C
0  © CO CD*. >- *z JZ
©>- _
E Q- ©ï i 5"O 5
C  i -  
3
05 05
- E
ro
^  ©
O ® p ^
2  O °  PS  2  P  S
© 
p
c
©
(O
U
£  -  «  
a p '© *-
2 a V c  
® © 5 "S
^ ^ 0 3  © -X. C 5 
-X qj- je £  
— .C —
; x S  © ©
5  8
o
Ö  o 
.0 -E
° 3® I
C5 -q0  ^  
-C T3
O
05 .
I  5 
S  2
s  °  g E
§ 2  
CO >•
•tr cd
f  “ 5
je o ^
© „ F j  o  o
c Z  J©® t  F  m CD ^
jQ *-j 0  
0  i2 -F
— w Tj
¿ S i
| p $
© ç  0
> OAt
5 ¿ |— 3 0
“  © 5 2© . c  _
E ® ® £  c
-  g - E . ç  a
•. te — p  °3
I
0
1
- - ©  s i  P
ro 2 §  o *  E 
$ < p  F S © ç £©QQ — û . < P p Q Q  05 Ac co Ç
Je 
O p  ©
o o
E
p
©
-X  P  Ì  _  
© ■ . 
5  -a= 
2
5  °5  QQ
C
U 05 O JZ : cô
° î
0
0c
^  3
5  y
! §
m
©
VJH-CD 0  
05 "£
i  5
p
5 fx. -  2
3  0  
O c 0  .p ■ g !
>s 0  
c  > 3  0  0  °> S |
0  c
as
© P
^  3  X
s > £ ®  
© © ^ 
2  > E
s i
c û © Æ —-C -L —V
>
c  ©
© w — î? © -F^  p s - g  © P  E
8. °  °> p
© .p
— ©
0
1 1 »
© 8 00 3C S  0  0/TJ Lx. r\
05 — 
£  © 
ü5 ©
2  S
5 l l
© X © W S tu 
© 2 © 
^  5  ^
JC >  
o X  o © s © 
QQ c

E S
<£. E
-2  S
o £ . c  >- .91 © 
o
TD
—  CO
°  s
Q H
co
"T  -à:
s  I
5 «
C
CD
O
C
a» >
—  a>
.
ai ^  ro 
E  3  ^
=  5  e
’ _  CO 3  CO o: a> 2
i ©  C  ^  i - -  co
\ Ì l i
: m  g !  
' i , - * ©
' l i s
I Ê
CO 
0
¡ I
C  3
=5 Z  
. - S o
> - ©  TD
i r | i4-  CO c
3  CO -C o 0) L. £  
JD m ©  CO CO ® .t* en
® © >- 
E coo o c  
£  >-E °  ~CD JD . C  O 
0) >  0---0 
C p ^  œ o
-  cv  O) C  ^  
V  r  E  J I  ■a
-  m -X  (/) ®
®  (I) 10 ®
co o  c
-  lu
5  §
«o
I »
C ©
■ -s
C3).
. c
©  —  
V. d  ^  3 0) co 
• t ;  ©  ©  
c  -V  3
3 S ‘
S  E
en r r
03 *•“
©  Ü> >-
S ®
2  -c
1g S  ^  03 
S  03 C >  
*- Ç COC «  ï  >- 
Q c  ^  " °Û. §  c
O) « 5
E  "o  > -
—  3
°  O)co o  c
■ ° -  S
=  ^  JD
co
>  *  JD
03 ®  £
C  5  C0
O 03
o s> 10 •£
■*-* ^  Q\ -Q
>  ® _co ■£ a  _
S  X - s  <o
>  5   E
g -C 03 en
2  JD 03C Ö) *- ©
■3 S  S  “  
2 S  S  ôi
JS E  C0 <- 
5  S  ô )0 
^  © S e
CTT=
E  3  C  ¿ t
«  g 5  £
2  JD JD i2
.. en O)
■X _  c  . .  
©  TJ •£  ©
o c o « -  ï  t
QQ E  2  Se
03
J I
a
T
CL O 
03 5
O Je ^  
m °  3  S  O CO 
S  £  03 
S  QQ JD
3  -O 
■ *  
5  2
d> 2  
c - °  
■ E S
L- 3
—  CD
5  E
4- *0
o  co 
2  c  
o 2
°  Z
o.2  <  2/A ^  «Aeô co
C Ç0 ._
o -Q œ 
<o _  JD
•c  ®  ©
° - T l 
©  ©  ®  
J I  -C £
©
O) •
C -X —  C0 
C  ©  44 
©  TD »  
Q. -  03
o  _
l_ © ®
>2 g 5 -
« >
>  £  >
1  E f
.Y  co p  2  
_  '¡£ ~  ©
g £ - g §
© O O
C0 TJ 44
_  o  
c© =
"E 'o
CO E  03
© ”  R ï
C  ® C  °  2=  ~  E  .«o t ;«4- >  O
° |  «O
c © o
©
©
—  . O c
•X .
°  X 
O «
55 <
. .  -X  _  © o  c
* -  o  03
© C O -  
<  QQ O
« ’■g 2  en
2  ® 3  © 
t  c ^ r  
©  —  ^ ;  P
£  X  2 X
o  © P  ©
E 5 * o 5
E  ©
s  > T 3
a> © 9
© m S2 © o 
t— O w  ,
C0 «x
g  X  © g  -b
S  5  e  S  «o
r£  ^  0) rS ^
^  o
5 .2  S
> - -C -£■ ©  
=  ^  03 f  , 
«  û ï u  
®  3  © X
2 e
-  E  Œ
5  "  E
CO CD
£ ®0 «-•
4-  <5 “o
-  «  £
E  ^
©  T3 ¡- 
©  © ©  
1-  CO >O  ;  o
| 5  I
i -  CO
>~ >4 ©
TJ E  £
z * i■ © o  
05 c ~ TJ•3 E >  o>CD —  ®
*4— ---  ©  O
°  ai 2  2  
2  E ® o 
°  2 2  ♦- 
1  3 ( 1 )  ©
S i .
£  os
X
O c - ©
£ « 5
£ f r S .
O Ç0
CO
£ . £  Ö ;
©  ®  «  ¿  
■o ©  °  -2 
.2 ©  E  en
~  TJ
3  3
© 3: 
c  «  
0
CD o
o  ©
©
è
© _  
© V. ©
“  03 -
i— S  i=  »
• i:
<  
!5 ? ë ^ f 3 8 §J I*
3  -o  ©  ■
O Q . ^
>  3
X  ^ S 2Í 1 U
T D -D  ÿ
© c ~ ̂ © T:
^  E  ©
©i ;  TD CT
©
W © ©  ®  4.
Ë™  c  «0 03 Oo © © ¡5
«  E  .=  E  S
£  © 3
O JD JD
ro ©
“  ï
Ò34-0  
Œ  a) ^  
— < /)+ - 
D e
! h 2 I
=  c  ©I l i
"i¿ .. >í¿ 
o  © o
L. © L.
QQ ^  QQ
o
Z  —  . © © c
_  ©
£  E
3
Z
o  53
3
o  o© >4II
- * Ô ^ I
£  ©  £ - S  - °
w !c g ce ©
® *: 8 fc ££ I ® & ”0 - 2  ©  © —
>  0.2 ^fs I
u  © TD
■E © «
c ^ C  ©
io >■ -  ®o  g  <0 JD
rN- 
0 X  
CO
2  C
C0 o
m .1—  © ©. o  _
"X JD
o ro V -X
o
o
•
S  ® 5  §  ^
QQ E  <  >J O
3  Ç .!= c
=  - c i©  a> en >
£ • £ ■ § -
©  *  44 ®
J I  - °  «  CL
^  0 ^  E0 © — -S■X Jd .- w© — U)
> © 4-1 —
2 © !  £
*4 -X -C o
1 CT-2 -8
*4 £  c  C 
c  £  o ©
S  5  >
5  =  l ' i
__ O q -
. CO O Z.
Ä  44 -C I
5  g  © O
ic  .= ,JD  T3
© c
E  ©- 44 CD . _
TD © O
>- E  £  
l  ©  2
s  3  -g
-2 s i44 ©  3
C  Q. E
. ©  
C  CT
© c
g ’ o
I  s
w  OQ
È  ®
1 s t
2  o  £  
©  > _  Xi 44 -o
>- C  5
© O  <2
©  —  —
“ ■ § »
X  ~  44
>  ®
2 rH  © ©
3- ro
. £
£  ^  
CT CO
c  ©
„  J I
2  *5 o
l i l
i S i
«  ï  "
O) 2  ©
^ © ■ g
5 ¿  s
®  3 £  
®  ¿  O)
CD O 2  c
^  H- (D
D C
0 3 =  «0
•E o w 
E >  © 
°  c  £
s I g .
■O -  O
e f :
CD “  —
© O ®
» 0 ©
£ â & a s â  s a s
. ■* 2 
X  o  £
© P C
5 Í ®
^  JD J 0
O
© T J  2i  ?
£  !  2
X 0 ) 2© o ®
§  5  g  
o  o  - °
6 ? |i s l¿Í  u  u C  o© oO) X© QQ
o
co
ID
050
CL
CO
I''-
a
05
i n
05 ~
■£ a .
05 •=
£  œ r  
CO a > £
• 05 >  
0  r  >
AS T : o> O - c  
£  0 o  
0 a . 0
® *- OT
o
Ì5 §
0) C  S ' 05 
-C °  =  ■£ 
*T T3 > c
2  g  2  o  
«  ? 8  
Í2  .£
CD ^5 ® 
CD C CD -C
£ 5  « T J
® 8
Ï  0 0 > .c -c
CO 0  CO 
CO T3 ¿
É  §  S
œ _
c  t r  
c  r .  
5  §  
to
©  i
■ó ®^  [O 35 C5 ^  £=
CT5 f“  rti _• L- +*
m o .2:
E
_  co E_<o _eo «is
‘o5 CO g  
■> -'3  0  
CO * -  <
y : H
05 * -  
C  05
a a_  eo
rö 5
5  - c  ®  0  
S « £  O 
® 0 ~  ~  
£  (0 E  <D
^  L  o  5  
05 O -  5  
£  ® £ 2  
$  2  § ¿  o  3  Q) "3
r  O r  5  v i u t o
05 
T3 •=  
C  -n
O !_
O 0
O <c ®
©
_  c  
© o? VJ _  ♦“*
W 2  , r  
CO O ¡r . r
Í U  r . —
AS (0 
?  «I c
0) c  p  =
_  ~  E
£  -S > _
®
o
T3
§
ò r °CO X:
5  "o
_  o
c __.«2 c
1 t  .92 $ “
® e ; s
l-  ^  </)
<D (/)
! * ■  05 £ -o
”  ^ 5  8
: c ® -c
5  Ï  « i ®
<o != -C
0  .E ® ~
® . t í  o  ^
£  £= “  -
3 .  y
■= 3  c
3 .E  .£^  ~  œ
>  c  
£  i£ o  
o  0  g§1§
52 5
>_ ® i.
O ® £  —  
U . £  I— ^
r -  W  • O 
* -  05 «
S  ®  Ê
® ’S
$  E  8 i <
.2  .E  ,y>
"Ö Í Í  0
® a> -c
.O COc  £  ®  £
_ c  
3  O 5  
O O) o  
0  co “  
œ os — 
-c X ®
CO „  I
■ "A; .
g o ®
®  Q t«i
05 g  CO 
CL OQ 5<
_  £3
05 —
E ®
r  i
C m O ®
(/) ^
u
■AS ®  .
o  E  ®
o  *<  c  ® 
OQ O !<
0 ■£ 
"§  o
1 I
eg I
05 Ç
■£ <5
S i t  a
T3
C
0  2 s 
to .C
o  Ì5
■ s *
9 c £  ,o  
OQ C
. ^  
Q) “
— <D I-
■*- © 
X  5  ECD .2  ^
^  §  5
o
o  o  
to T3
Ö) ®
•S -c
N o
S -Q  *  
o  ® ® 
o  .to o  
co -  c
C  0) <  
O ¡f Qj
o  ® i t  
C Í  I« 
3 t ^ : <
a
2  -c■c ><
<0 05
^  O CO
to
£ . cOs to 
¡0 -C
5 . 1 »  *
¿  I  !
N g  0)
n  - c  £ ;
■Q 5
i e
C §
(0 > r 
>- . 
E  £
E l
~  E
®  05 Ö5£ -o ,c
. .E  § 1
o> o  2
l_ > - 05
o
■§ -c
§  E  o  3
>  >4: 0 >>: g r »; 
¿  S r o J ?
U> OS'C
E E to E 
s &§■ E
«  £  I
£  g  o  œ
^ f 00 8
l  Os g  §
CO
o  t
O (0
C O  > -0 5  
05 O eo
S  5  O Q r  5  t ? 0 Q < i c
V v>
CO '©
5  X
> --jê
l  O 
to f t  >  OQ
H i
OS to "S
05 o
■a .E  0 
® -g os1
2 s  s
» C
r  to c  
CO "® ®
• r i « i
XL to c
«- -  o
O = :  '3
0 °  
t  0) 
c  t r
8 ^
C/>
w w
M - «E co c— . D
ro c5 £
£ i  E
!  o  5
S o t :
-C ¿
5  ^  
2  > 
S |
f  5  
à  o  
-2 z  
to !_■
f l
> l s
o  os 
os x :  
o  ^
c  "2
8 , ^  
“  «  
E  5
o
c
^  os 
3 .E
o  CO 
_  CO 03 o  
C i t  
o
—  CO 05 c
CO ®  £  -z  
®  -C Q
0 5 -^  9  ?
je. E
o  ., 3 i ¿
■AS
O 3
TJ ® 
05 -C
1 -  O o
£  3
05 05 ®
“ w ?
o
05 C
®  05 
£  8 ^
t -  AS T3
?  SB 8
£  5 o 05
*— —z: ^  .— vl;
® C t  •>- ÍT  05 =
C OQ h -
-  <5
-o  is
-  ®  >■ o,
0 2
Q)  <0
$ 5 2 *
W
Û
zLU
o>
£ j g i
§
3 ^  ^  3
°  ^ S - 8
AS 03 (O
®  ®  .E  “
AS ^  03 O
; C O  C  C
>
eo
■ - œ
0  Q.
+* ©  
=  x :
2
i i  s  ®-sT C i.£ ; 
JC O S  
8  to £ :
3 >. L>
» è - 1;
S |
Os TS
c  5
c  
o
ÖS «- 
C  ®  3
g  C3) o
I  s - s
s :  3 o
.«2 j T  $
L; ÇÇJ -Æ —  0
I  *  g  « ' S
• O ^  g j
-C -S  5  s
.O » ^  05 E
e s | |^  tO O 
¿  ® -2  «
■ E < 3  QJ Jg
Q- to 0  ®
«  05 K
=  >  =  CL . 
3_ m l — ® 1* ' QQ
: O 
03 ^  
C  3
—  Ë  °
S  O 3
i H
0_ >  
^  JC
0 ¿} 
t í
0 OT-d
CL 3  o
Q. O 05 
®  > >
{3 <
P  _  8 _
®  CO
I I  
^ 0 
0  CO «-
®  g  §f  8â
—  **—
'3  °  OS
Ò
c
0Cl
® 2  ® ^
ï  ® § Ì3 g
<  cj Cj T3
•»-
CO >  CO 
3¿ •• 3¿ ®
. Sc . .  2
c§ O 15 r£
= o |
o  0■As
8  >cP  <0
$  °  
O £  
c  £
0  S '
0
■- O)M í
S  (O
to ® 
0  0
§  «= 
Ü  O
8  E
0 
ö ) ©
g l
E  
0  0
® JC
S '
^  E - c  
£  ©  3
03 —  O
t :  ®  ■£ 
0 J2 ~-  g g J
E  > . <-> CL
| 5 |
LU Qj
« m V0
t o  £  
o  c  E
$ ■ ?  I  
=  2  2  
<0 JH
E  52 ®
—  ©
£3 £
■— ^  t
O o  ®
T3
C
0
0
.C
c j 0 
0 w
2
o
0
•c
0
0
fc
0
0
. 0 ® s
E  >  £  0
0 ■? O  C3)
£  x  c  
o  ©  0 "
E 2 E
x  =  S
® 0 0 CS 
^  -C O v- ^  t í  0
>£ c  8 -c5 0 -0 * -
^  C  £3 m 
03 O o  ®m • -  — ■ Ö3
■= V) 0 .C 
03 ©  £  < :
§  ^  O o
8 - ® c  s .  
0 o
-C 
3  
O 
> -
•As
O > . 0  
O £3 <2 
0  0  0  
QQ l  5<
0_  O to 0 O) 0  
O o
c í o03 ©
"  © Q.
2  ®
. c  -c
>  3
-, X o
o |  S
$  5  QQ
c  C 
-  2 lÍ
-2  E  03 ̂  
0  0  L— X 0 0 0 0
5 " o  0 <5
S 1 1
® c  o  
tò  ^  ^
0  3  0  
£ = 0  3  
03 S ' 0
0 0 0  
^  £= — ' 
* -  _  S '
0 Z  E
2 0 C
> 0 0
j -  ®  ^
2: 0 os 
° )  'o  IE
c  0 ^
® ,E  ®  
E  h-  s
©  •*-* -n
>  ¡£ g
S * £
”  - T .fc_ r*
—  _C CO
V  ^  Í5
2 - 1  
5  0 0
_  -X  •l_ 0
O ® 0 =  Q. 0
® .  45 c
l a l l
0 £  £  ®05 m3 ®  0  0 - ^ 0  
P  „  .-AS
C ®
o  2
0 ®
E £
0 * -  
3  c
^  -Í2 2  >
t  _ co 03 
5  0 'T“  c
_C A; 0  ® o u 
0  3  0  3  
O O <  O 
0  S ' QQ S '
£  ~  o
0 _ 
« E
0  w
E £
C - i:
| $
0  AS
1 i :
AS .0 >■ 0 0 
£=
• s  u
s « g : f  
® l S ®  >- £  55 0 r-C
CO . t í
2  5
1-  "O
I I
£  §  
■o >  
©  © 
. CO C/) 
0 x  0
52 ® *  
E  5  *c
c
3 t  © 
O >
>: 0 05 
* - 0 0  
£=
03 >■ 0
0  O
? c r
¡E ©  y
X  ® 
¿  O ffl
5  °  E
$ $
ë
i 5 j
® t  o
:
(/)
(/) ^
p o
£ ê °® T3 _
?s ® O
£  A ! Œ , 
CS O X  y
ro g a  0 
2 c o ^ §
r  °
•s c0 c
Ö 3 -  0 ',-
3  0
0 O C - ,z a-s
C  0  0  
® -o E 
$  o  -  
- 9 Ü
o — 
^  £
© 0  E 
-  » I  E 8 
-2  I  7  .Eg 0   ̂ x ^
Theatre-Austra lia  Sept-Oct, 1976 Page 31
l Director & designer Rex Cramphorn whose
exciting productions include The Tempest, The 
Dutch Courtesan, Berenice and Scapino and 
most recently. Le Chateau . . . has set Malfi in 
its original 16th century Italy. It's a stark 
revenge tragedy with Jennifer Claire as the 
Duchess, Ivar Kants as Antonio, John Gaden as 
Ferdinand, Peter Carroll as Bosola and John 
Krommel as the Cardinal.
The Duchess of Malfi opens on October 2nd.
(ramrod]theatre
500 Elizabeth St., Surry Hills 2010 
Phone: 69-5003
Nimrod downstairs . . .
Would you believe GORDON C H ATER in The 
Elocution of Benjamin Franklin by Steve J. 
Spears. He's fat, f ifty  and quite content with 
his Mick Jagger fantasies and his stockbroker 
mate till his 12 year old elocution pupil tries to 
seduce him and the forces of light descend on 
the Transvestite Terror of Double Bay. Director 
is Richard Wherrett, designer Larry Eastwood 
and it opens August 25th.
Nimrod upstairs
’age 32 Theatre-Austra lia  Sept-Oct, 1976.
Director's Casebook
THE DIRECTION OF GORDON 
CHATER IN STEVE J. SPEAR'S
THE ELO CU TIO N  O F BEN JAM IN
FRANKLIN
by Richard Wherrett
THE DIRECTOR ... RICHARD WHERRETT\& one of the three Artistic Directors of Nimrod Theatre. After teaching and free-lance directing 
in England he returned to Australia and was appointed 
Associate Director of the Old Tote. In 1973 he freelanced 
with several productions at Nimrod and joined it in 1974 
since when he has directed many plays there including 
Hamlet, Richard III, and Mad, Bad and Dangerous to Know. 
Here he writes about the process that led up to the 
production of Steve J. Spears' The Elocution of Benjamin 
Franklin.
The Elocution of Benjamin Franklin received 
its world premiere at Nimrod's Downstairs 
theatre on Saturday the 28th of August 1976, 
starring Gordon Chater in the solo role of 
Robert O'Brien, directed by Richard Wherrett, 
and designed by Larry Eastwood. It was stage 
managed by Maxine Le Guier and the personal 
assistant to Gordon Chater was Nick Bailey.
INTRODUCTION
I write this introduction on the morning of 
the 28th; that is, we open tonight. It seems 
fitting that I say, before the play receives its 
public and critical judgement, that I believe it to 
be a remarkable work. It is provocative in 
content, innovative in form, explores an 
amazing range — high farce, bitter wit, gentle 
compassion, and tragic seriousness; it is 
tough, wry, and very highly sexed. It is also 
timely. Whether this is enough to make it “go" 
is another thing altogether — the gamble in 
theatre. The irony is that by the time this is 
read, the judgement will have been made.
It first came to me toward the end of last 
year, sent to me at Nimrod by Hilary Linstead 
from M&L Casting, the author's agent. With it 
was a copy of Young Mo. I was delighted by 
both, and immediately suggested to my co- 
artistic directors John Bell and Ken Horler we 
should, if possible, do both, my preference 
being at the time for Mo. It seemed the word 
was spreading fast — the race was on for the 
rights, which proved impossible for Mo as they 
were to remain with the Circle company from 
Adelaide (who went on to mount a production
of it in Sydney in May) leaving us with 
Benjamin. Meanwhile I'd read four or five 
other works of Steve's, all of them proving very 
exciting, though most interesting was the 
degree and manner in which they differred 
from each other. I believed it to be a remarkable 
talent. I had, as yet, not met him.
CASTING
Robert O'Brien is an ageing actor, out of 
work, a bit on the shelf, "reduced" to curing 
speech defects fora dull but lucrative living. He 
is a pederastic, homosexual, married 
transvestite — that is, his sexuality is highly 
complicated! He is "into anything" as Steve 
says, "strictly a fantasy man" as he describes 
himself. He is eccentric, romantic, courageous, 
intelligent, sensitive, witty, and tough. Most of 
all, he is passive, in the sense that he initiates 
little. Things happen to him, andas a result, he 
becomes a victim of tragic circumstances. At 
the same time, he is very ordinarily human, the 
guy next door.
Who was 55, fat and outrageous? Much 
more to the point, who could actually handle 
the demands of the role. He must sustain the 
audience's involvement alone on stage for a 
first act of 1 Vi hours and a second, lying static 
in bed for 35 minutes. Most demanding of all 
were the changes the first act demanded, not 
just the costume changes — ten in all, which 
would need to be done sometimes in as little as 
ten seconds — but more subtly the changes of 
mood, attitude, tone resulting from the 
constant time shifts. On an average four or five 
times per page there was a change in time and 
situation, some of which occurred after only 
fifteen seconds of action. It was an 
extraordinarily demanding role.
Three people I thought would be marvellous 
— Gordon Chater, Alex Hay, and Frank Thring. 
Frank Thring was in Melbourne, Alex Hay 
would be directing for the Tote, we sent the 
script to Gordon Chater on the 2nd of February. 
Two hours later he agreed to do it.
(Photo: Gregory Weight)
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THE VENUE
At Nimrod, we believed the play had a future 
beyond that of the conventional six week run 
upstairs. At that time, the downstairs theatre 
had just opened. The very serious need for a 
"tryout" season, for new plays, was thrashed 
over once again. The difficulty in Australia of 
opening "out of town" is a serious one. A 
means for resolving textual and production and 
performance difficulties before the package is 
delivered to the fierce pressure of a large 
auditorium, jaded audiences and demanding 
critics is desperately needed, but there is no 
"out of town". Despite a star at the centre of it, 
Benjamin was a new play by an essentially 
unknown (in Sydney) author, and the play was 
fraught with technical and textual difficulties. 
The consideration that the play begin its life 
quietly downstairs at Nimrod was thrown into 
doubt by the fear that it simply would not fit. 
Apart from an extensively naturalistic setting 
— a living room in a Sydney terrace, with a 
mass of props and lighting and sound cues, the 
play specially demanded two Shakespeare 
busts with Mona Lisa smiles and a secret 
compartment in the head, LP records pre­
cracked and frozen so as to smash on impact, 
crockery to break, the front window to have 
bricks heaved through them, a shotgun fired on 
stage and a cuckoo clock to explode (every 
night) as a result, and a fire on stage sufficient 
to justify being described as "an act of self- 
immolation". Indeed it is true that some of 
these things are not working as well as they 
should, but nonetheless the decision was 
taken to open downstairs with the aim of 
moving on to a larger auditorium and a longer 
run subsequently.
THE PLAY
February 19th — my first meeting with 
Gordon. He is immensely enthusiastic, which 
is a pleasure in itself. We immediately agree on 
one crucial point — that the play be two acts. It 
was in fact written in three, each of about 45 
minutes. Apart from the fact that I find 
intervals something of a bore anyway, 
especially more than one, I, we, could not see 
the need nor justification for it here. And, we 
feared that it would protractthe pressure ofthe 
one man performance on the audience to 
straining point. The third act is set elsewhere, 
in the mental hospital — a change of set for 
that would demand an interval then. So I pose 
to Steve the argument that the first two acts 
become one. He agrees. Reticently.
While the play demands a naturalistic 
setting, it is, however, not naturalistic, mainly 
in the convention established by Robert's 
talking to the non-existent other characters. 
This is achieved by the simple device of 
snapping to a solo spot at each such moment. 
Also, the time jumps break the naturalistic flow 
in their intricacy and complexity. But the 
structure is sound. Three levels of activity are 
exploited — Robert alone, talking to himself or 
conforming his relationship with the bust of 
William, Robert in communication via letters 
and the telephone with friends and pupils, and 
Robert actually in contact with same. His 
behaviour, the persona, differs markedly from 
one to the other. It is Robert alone that is most 
integral to the one man play concept and the 
issue of transvestism as subject matter.
About transvestism I knew very little before 
we started. In researching the subject, 
particularly with the help of the Seahorse Club 
in Sydney. I have learnt one thing in particular, 
that it is perhaps the most solitary of sexual 
acts. Indeedthe Seahorse Clubs exists partly to
combat the solitariness. Though the pleasure 
of dressing up may be heightened by the 
presence of and acceptance by other people 
(transvestites or not) the pleasure does not 
require a partner in any way. Secondly, the 
fear and guilt still attached to the act, the lack 
of acceptance in a way that barely applies atall 
any more to homosexuality, tends to enforce its 
practise in secret. Indeed Robertand Bruce are 
very lucky to have each other to share the 
experience with. On learning this, I understood 
in a quite revelatory way the reasons for the 
decision to make it a one man play. Robert is 
utterly alone. Being alone is essentially what 
the play is about.
About the other characters, the remarkable 
achievement is how clearly they exist, howreal 
their presence and their personality feels, 
achieved solely through Robert's reactions to 
them and his descriptions of them. Benjamin is 
incorrigible, wilful, wonderfully bold and 
delightfully cheeky. He isalso frighteningly old. 
The irony of the play is that Benjamin is really 
the sophisticated roue and Robert the innocent 
child, the expected seduction of Benjamin by 
Robert is reversed, and the play is really about 
adult molestation. Of Bruce Fisher the 
stockbroker, we know he is stolidly stuck in in 
the careful middleclass morality mould, but we 
actually see his underside — gay, flighty, coy, 
nervous, anxious and vulnerable — his 
feminine factor. Mrs Franklin, chain smoking 
in her P76, is tight, repressive, bitter, and 
utterly naive. McKenzie is sad, mad, and 
helpless. Maura is six, stupid, lazy, neurotic 
and vindictive — eight years later she is no 
doubt basking in the limelight accruing from 
her part in bringing undone the Transvestite 
Terror of Double Bay.
The play is also about the conflict between 
private and public morality, bigotry and 
injustice, and the vulnerability of age to the 
twin stars of youth and beauty.
DESIGN
Larry Eastwood was due for annual holidays 
in May, so apart from a preliminary discussion 
before he went, we did not sit down to details 
until his return in June, a few weeks before 
rehearsals were due to begin. The original brief 
involved the decision that we would design 
once only, that the set built for Nimrod 
Downstairs should be as complete and 
finished as to allow it to serve anywhere else 
should the play move. Thus what is normally a 
token $200 budget for Downstairs shows at 
Nimrod became upward of $3000 for set, 
costumes, props, tapes etc. Robert's chiffon 
dress for the end of Act 1 wastobe $130alone. 
July 1st. The design in first draft form is 
completed — necessarily a conventional box 
set, doors BS and OP for front door/bedroom 
and kitchen/bathroom respectively, bay 
window centre, basic furnishings. It's boring 
we both say. How can we lift it toward 
something more special, arresting, striking, 
something less ordinarily naturalistic. Colours 
having not been chosen, we settle on a 
monochromatic concept — walls, floor, ceiling, 
and main furniture all being one colour. The 
colour must be dark, so as to minimise spill of 
light in the solo spot sequences. We decide on 
a dark red, and the texture to be velvet — floor, 
walls, the lot. This is intended to heighten the 
sensuality of the piece, Robert's fondness for 
the feel of things, and the womb-like haven 
which his home provides, safe from the prying 
eyes of Mrs Broad opposite. This should 
intensify for the audience the traumatic effect 
on him that the police raid causes. The 
dressing — curtains, lamps, lace doilies,
pictures, key-board, records, etc all in tonings 
of cream and in a deal of undomesticated 
clutter should relieve the monochrome from 
being boring itself.
The second act is more challenging in that it 
provides the possibility of a shift even further 
from naturalism, something that will express 
not only the cold vastness of a hospital ward, 
but also the nowhere notime state of mind of 
Robert, bored to death, and always highly 
sedated. We think of a photographer's studio, 
the effect that the rolls of white paper have, 
eliminating line, achieving a kind of spacial 
vacuum. Larry suggests mirrors either side of 
the bed would catch the reflection to infinity, 
suggesting the other beds. We settle for that, 
and a curving canvas cloth behind, and the 
setting all white-white bed, sheets, spread, 
pyjamas, cabinet. Lit with a frost, this should 
diffuse light, and suggest the state of non- 
being, "lost soul”, that Robert is sufferring 
from. As well, it will provide a striking contrast 
to the first act set. Problem: How to achieve 
such a major change with two people in twenty 
minutes?
THE REHEARSALS
24th June — A read through with Gordon, 
one month prior to rehearsals officially 
beginning. I'm struck by his technical 
accomplishments, the size of his reading, the 
range of his voice, his presence. In his living 
room it is awesomely big — "It's the way we
... THE ACTOR
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were trained" he says. Could be a problem in 
little 85 seater Nimrod, where one needs to BE 
rather than project. First half runs at 1 Vi hours 
— too long. Steve arrives at the end of the run, 
in time to catch Gordon in tears over the last 
few minutesl A decision: to localise to Sydney. 
The man and his predicament are relevant 
anywhere. We feel it should be localised to 
wherever it is played.
Hilary Linstead joins usfora working dinner. 
Gordon buys champagne. The vibes are quickly 
very good.
8th July — Gordon, Larry and I meet to 
discuss costumes. Gordon's experience from 
revue is invaluable in solving changing 
problems, especially in the engineering of 
costumes — the use of velcro, false fronts and 
backs, elasticised trousers etc. Gordon reports 
he'soff the book— twoand a half weeks before 
rehearsals start!
21 st July — A meeting with Steve. The joining 
of the first two acts has quite considerably 
bruised the shape of the structure as itexisted. 
What would have been the beginning of the 
second act is now 45 minutes in tothe first act, 
a crucial time for the action to be gathering 
pace, whereas it is at present a sequence of 
business incidental to the action. I'm also 
concerned that the thrust of the narrative, 
which is so strong, dominate the last quarter of 
the act, whereas at present it is interrupted by 
another sequence of lessons. Two decisions: 1) 
to cut a deal of the business which used to 
open act 2 , simplifying it to just the breaking of 
the records and smashing some crockery, and 
2) cut some of, and merge together, the second 
and third lessons thus that with their 
conclusion, the action line pushes forward
towards the end of the act — this includes the 
two revelations to Robert that Benjamin's girl 
friend is a boy and Benjamin's attempt to 
seduce Robert with the "infamous boy with the 
banana photos".
26th July — First day of rehearsal. Two 
factors dominate: 1) Gordon is off the book, and 
2) blocking the play is virtually self-evident, 
being determined by fixed location of exits and 
entrances and the furniture. Hence very 
quickly sequence by sequence falls in to place 
as regards the basics of moving and talking, 
thus that I feel we've been rehearsing forten or 
fourteen days. Very strange, very encouraging, 
somewhat disquieting.
2nd August — The following Monday, by 
which time we have plotted our way through 
the whole play twice. Everything going very 
smoothly. I catch myself wondering are we too 
far advanced — what will we do in the third 
week! The next day Gordon is rushed to the 
Intensive Care of Balmain Hospital with a 
suspected growth in the bowel or stone in the 
kidney or whatever. I am seriously warned he 
may not be able to continue atall,andcertainly 
not until tests are completed at the end of the 
week. I curse myself for Monday's complacent 
thought. In fact, Gordon is out the following 
Sunday, weak but well, and we resume on the 
Tuesday — exactly one week lost.
I think it's important that the effect of this 
event be properly realised. To lose a quarter of 
rehearsal time should theoretically be drastic 
under any circumstances. The rehearsal 
process is one in which a sense of perspective 
is crucial — a sense of knowing where one has 
to get and by when. Such a sense was totally 
thrown out the window in our case. I think in
retrospect, I hope, it has not been drastic to us, 
but only because of the original fact that 
Gordon had come with the lines down, which 
has put us somewhere ahead. On his return, it 
was as if the week had never existed — we 
picked up exactly where we'd left off. But it did 
put a special strain on the final week of work, 
for whereas that week is normally spent just 
getting on to the stage what one has 
rehearsed, and adapting to the technicalities of 
a new space, the set, costumes, actual props, 
lights, and sound, I was forced as well to attend 
to a mass of detailed refinements in the 
performance and production which would in 
fact have been the work of the lost week. It 
placed a more than usual weight on the 
function of the previews of which we had six 
rather than three having put the opening back 
three days out of which I needed to give 
enormous notes as we groped for the thing to 
fall into place. It did, I feel, on the Thursday 
before opening, one week later than I would 
have hoped, but time enough for opening. Of 
course the running in process is yet to happen.
10th August — The morning spent at 2UW, 
who had so generously provided a studio free 
for the recording of the final sequence, just as 
John Laws himself had given of his own time 
and personality. Nonetheless, it was a "one 
take" situation, so the pressure was on to get it 
right first up. The interesting technical point 
here is that John Laws' voice was already 
down on one tape, the other voices on a 
second. Some brilliant editing by Tony 
Verhoeven of 2UW resulted in the final version 
sounding genuinely as if the phone calls were 
happening coincidentally.
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11th August — A first, very rough, run 
through. The first half is still 1 hour25. Still too 
long. Irrespective of the quality of play or 
playing I believe it increasingly dangerous the 
more a half goes over the hour. I aimed to get 
us down to 1 hour 10. This meant some drastic 
cutting. This is always painful, but most of all 
when the material is good. I believe all we have 
cut to be very good stuff, but the other need 
was greater. Some more sequences of 
business got the chop, and some of the 
lessons, which are inherently incidental to the 
action, though not the character. We have this 
week been running at 1 hour 15 more or 
less (depending on laughs) which seems to be 
holding well. The hard and hot auditorium 
makes it more difficult of course. I am 
wondering too if even the intimacy of the 
downstairs is in this case, as it usually is, a 
gain, in that the play is so confronting, so big. 
After all, the rocks through the window do 
nearly land in the audience's lap, and Gordon's 
nakedness is within gropable distancel The 
rest of the week was spent working each 
morning, and running each afternoon, with 
Gordon still considerably weakened from his 
week on a glucose diet.
16th to 22nd — The horror stretch. The 
week of coping with technicalities, the crew 
having only the early mornings and evenings to 
work as we need the days to catch up the lost 
rehearsal time. Under that pressure, Gordon 
hoped, expected, wanted everything to be 
there on the Monday morning, instead finding 
a tatty, unpainted, undressed set, no lights, 
many of the major props still to be done, half 
the costumes, though mercifully most of the 
sound. It was to be a furthereleven days before 
the last details were finished, Gordon facing 
his first preview on the Saturday. Nimrod's 
crew had been taxed to the limit the week 
before with the fit up for The Recruiting Officer 
— it was impossible to achieve any earlier. We 
had our one snappy moment as a result of this 
tension, when he asked me for the fortieth time 
would the telephone work properly. Our 
tempers having cooled, he said "You must 
remember I'm an aging actor desperately in 
need of a success". His candour deserves 
reporting, as does his generosity and his 
perfectionism.
THE FIRST PREVIEW
22nd August Gordon goes like a steam 
train, a relentless maniacal, furious, hysterical 
performance, in which he dared not wait for 
the laughter of one moment in case it stopped 
altogether. It was all wrong, but an 
unforgettable night of stark terror and brilliant 
madness.
TO FINISH
Successive preview s up unto the  
Wednesday saw Gordon relaxing more and 
more, and a variety of audience reactions. I do 
believe some never recover from his first 
entrance, naked. It was his idea, and absolutely 
right, posing only the problem of where do we 
go from here. But something was wrong still, 
his feeling of responsibility, obviously 
intensified in a one man play, to keep the 
interest moving, to drive it forward was making 
him push the audience to keep up with him 
rather than allow them to come to him. A 
sense of strain in the actor/audience  
relationship prevailed. On the Thursday, the 
note given and taken, it melted away. At this 
point in time, I know I have seen the play once, 
at the Thursday preview, when it was as I 
believe Gordon and Steve and myself wanted it 
to be. It will be, subsequently, more or less that.
... BREAKING DOWN (Photograph: Nimrod)
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Playwright
THE EVOLl
M .S . What productions, before The
Elocution of Benjamin Franklin, have you had 
professionally staged?
5 .5 . The first one was cal led Sit/cf, a musical. 
That was staged in Adelaide early in 73. The 
next was called Africa, another musical, which 
was based on the vaudeville style, and was at 
the Pram Factory, in early 1974. Athing called 
The Resuscitation of The Little Prince who 
couldn't laugh as performed by Young Mo at 
the Height of the Great Depression of 1929 
(M.S. hereafter called Young Mo), which I'll 
write down for you later, which was staged, 
first of all, at the Festival Centre, Adelaide, at 
The Space, andthen again atthe Balmain Bijou 
for two weeks. It folded because of financial 
pressures. Mainly because one of the 
producers pulled out. I'll be rewriting it and it'll 
be staged at the Nimrod Theatre early next 
year.
M.S. How did you get into theatre? Did you 
have a background of acting or anything?
5 .5 . I got into it at university. I was studying 
law.
M.S. Where?
5.5 . Adelaide. I got pretty pissed off with 
Law. I found it boring. Rich college people and 
it was such a terrible course. I started getting 
into university revues. I started writing for 
them and acting in them. I had a fair bit of 
success with them, principally in the writing 
field. Finally, Idropped out of Lawand thought: 
"Well, when I go out into the great big wide 
world, I'm going to be an actor.” So I went to 
Melbourne, looking for fame and fortune. And 
didn't find it. I ended up spending a year 
wandering around until Stud went on. And 
then that sort of made me $5 00 .1 thought that 
was going to be my big break and it wasn't. I 
went into a steep decline after that. Put Africa 
on and that sort of made me another $500. 
Went into a steep decline after that. Then got 
sort of various jobs with Crawfords, the ABC 
and stuff. Just acting.
M.S. Did you have any acting training?
5 .5 . No.
M.S. You just wanted to be an actor and put 
yourself into a position to be selected for parts
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IO N  O F STEVE J. SPEARS
Steve J. Spears, author of 
The Elocution o f  Benjam in  
F ra n k lin , talks to M artin  
Smith.
in productions?
5 .5 . Yes, that's right.
M.S. Do you have the same approach of non­
training towards writing for theatre?
5.5 . Yes. I know very little about the history 
of theatre or ... I've never done an English 
course or anything like that. In fact, I find it 
embarrassing when I talk to other writers. They 
sort of throw up these names and I don't know 
what the fuck they are talking about. Isay: “Oh 
yeah fine ... great ... great."
M.S. What's the attraction of the theatre to 
you?
5.5 . It beats working for one thing. I love ... 
When I'm writing something which I know is 
good ... I can lose myself in a play. That's the 
initial writing stage. And I love the rehearsal 
period even more than the writing period. 
When it's coming together. When decisions 
are made and tensions are running high. 
People are screaming at each other. I just love 
it! I put a lot of that into Young Mo. Lot of back 
stage stuff where people are sort of losing their 
temper and people are getting drunk and 
sniffing cocaine. That sort of thing back stage. 
And people are getting hassled and worried 
and fret and fraught. I have a scene in Young
Mo. An old Shakespearean actor hanging 
himself backstage in about 1914 because he 
gets fired because he's not good enough. This 
is all the part of theatre that I love. Also, once 
the play's on, it's on. That's very nice but it isn't 
the same .. not as exciting.
M.S. Let's get to the current production at 
the Nimrod. It's called the Elocution of 
Benjamin Franklin. Now Benjamin Franklin is 
who or what?
5 .5 . He's a 12-year-old boy from Double Bay 
who stutters. He comes to an elocution school, 
which is run by an ex-actor (played by Gordon 
Chater) an old hammy failure. He runs this 
school for stutterers and stammerers and 
people who want to improve their diction. 
Benjamin Franklin is just this little kid. I don't 
want to go too far into the plot.
M.S. What is the name of the character 
Gordon Chater plays?
5 .5 . Robert O'Brien.
M.S. Based on anybody?
5.5 . Yes. Once I played a character in The 
Box. And I found I couldn't ... I used to go in to 
do the scene and I was so nervous I couldn't 
say my lines. I hated the script. I hated the 
show. And I hated doing it. I was so nervous I 
couldn't control myself. So after that I thought 
I'd better be able to control my voice if I want to 
make any sort of living out of it. I went to the 
elocution school which was run in a little living 
room in Toorak by this lovely old lady. All these 
sort of things jelled together. I started off 
writing it as a woman. Then it suddenly struck 
me it should be a man. It should be a man. It 
should be a man having these incredible 
fantasies.
M.S. Why? Why should itbea man havingall 
these incredible fantasies?
5.5 . I don't know. I can't explain it. It just 
came to me. It was one ... a play that wrote 
itself.
M.S. When you were writing the play, did 
you see the character as Gordon Chater?
5 .5 . I saw it as Frank Thring until the first 
time I saw Chater and then I realised I was 
thinking of Chater all the time.
M.S. Would this be because you are more
conversant with the work of Frank Thring in 
Melbourne than of Gordon Chater who works 
mainly in Sydney?
5.5 . It all tiedtogether. It's funny. Around the 
time I was writing the play I saw Frank Thring 
in Othello, in Adelaide, and all these things 
joined together. All the different elements of 
my life at that particular time came together 
into the play. I was always thinking of Frank 
Thring as a very tubby, dignified, old ham. No 
offence, Frank.
M.S. The character that Gordon plays in the 
play is, to say the least, pretty mixed up isn't 
he?
5.5 . No, he isn't mixed up. He's a man who at 
54 has got no hangups at all. He'lldoanything. 
There is not one area of sexuality that he's not 
willing to explore, to see if he likes it.
M.S. When you start writing a play, what do 
you seek first: the title, the end, the middle?
5.5 . The way I generally write is to come up 
with a title which relates in some way to a 
vague plot I have in mind. I just tend to carry it 
in my head for two or three months. The 
hardest thing is gettingthattitle and that vague 
plot. Once all of it has jelled in my head it's very 
simple to write it all down.
M.S. A great number of people involved in 
theatre today in Australia come from a 
university background. Are the Australian 
universities good training grounds for theatre?
5.5 . Some. I imagine my experience with the 
Footlight Revues, at Adelaide Revue Club ... 
they had great scripts, great direction, great 
everything ... was better than being at N.I.D.A. 
M.S. Then it's pretty practical experience 
you'd gain at university rather than 
theoretical?
5 .5 . Yes. "This is your script. Learn it and do
it."
M.S. It would be the repertory method in that 
it's practical rather than sitting in a classroom 
being told: "This is how you walk on the
stage."
5.5 . That is the way I was brought up.
M.S. You'd find this, from your point of view, 
much more enjoyable and worthwhile, than 
going to theoretical classes, say at N.I.D.A?
5.5 . From my point of view.
M.S. Peter Kenna is only able to work on one 
thing at a time. How do you work?
5.5 . I'm working on five things at the 
moment. I'm working on a film script; I'm 
working on the correcting of the final 
manuscript of the play; I'm working on a funny 
sort of Hippy book; I'm working on The Son of 
Santa Claus, a pantomime; and I'm working on 
a delayed commission I got, and fucked up, for 
the Melbourne Theatre Company, a play called 
Now wouldn't this break your heart.
M.S. You are able to compartmentalise 
yourself at different times of the day?
5.5. I only usually work for three hours. I 
tend to get up very early about seven or eight. 
Come midday, that's it. Midday movie time ... 
then Ben Casey...
M.S. Of the four plays you've written, which 
do you like best?
5.5. Benjamin.
M.S. You found it the most challenging to 
write?
S.S I like all four, I suppose. They were not 
all challenging to write. They all jelled quite 
easily in the skull. Benjamin was actually 
physically typed out in something like 10 or 14 
days. First draft and rewrite. But I ... for some 
reason I can identify with so much of that 
old transvestite masturbator fantasy man in 
me that I can identify in Robert O'Brien in 
Benjamin. It's just fantasy. Just looking at 
myself on stage. A lot of myself on stage.
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Australian Currents
SUBSIDY: A CASE TO AN SW ER
Tom Markus
DR. MARKUS is Artistic Director for Philadelphia's Stage 
Three and Professor of Theatre at Temple University. As an 
actor and director he has worked on Broadway and in 
Hollywood. He has written for many theatre journals and 
contributed to such works as Contemporary Dramatists and 
The Theatre of Jean Genet. He has been a visiting professor 
at Flinders University and for four months has made a study 
of Australian theatre.
The Australian theatre is strangling on 
money. A small and dependent network of 
theatres sucks at the sugar teat of subsidy and 
grows flabby instead of strong. Unless the 
theatres are shortly weaned from the dollar 
breast and taught to nourish themselves from 
the rich meat of box office receipts this 
dependency will prove a fatal one. Excessive 
subsidy encourages practices which are self­
destructive and which slowly alienate the 
paying audience, thus making subsidy 
increasingly necessary, thus perpetuating the 
self-destructive practices, thus driving the 
theatregoer further and further from the box 
office. If the cycle is not arrested, the 
Australian theatre will become an arcane 
activity no longer related to its audience. If it 
ceases to serve its society, it w ill c e ase  to merit 
public funds. If it sucks dry the public pap, it 
will s tra n g le  on its rich d ie t. O n e  fin e  day the 
subsid ies  w ill be w ith d ra w n  w ith o u t a s in g le  
cry of protest from  vo ters  o r g o v e rn m e n t  
officials and the theatre will be no more.
What are these self-destructive practices?  
They are best revealed by describing the Catch- 
22 that threatens Australian playwrights, 
directors, designers, actors, critics and 
audiences. These practices are uniquely 
Australian, where commercial theatre is on 
the wane. In America, where commercial 
theatre still flourishes, other problems obtain. 
No less severe, merely different. Let me
consider the situation in Australia as I see it.
Australian playwrights are being strangled 
by a subsidized theatre which can afford to 
produce plays that are not yet ready for public 
viewing or critical assessment. Because 
theatres have the security of subsidy which 
makes weekly gross receipts less than a life- 
and-death concern, they can appear to 
advance the cause of Australian theatre by 
presenting new works, even when those works 
are in desperate need of re-writing. Rather 
than the playwright's learning from workshop 
productions, unfinished scripts are fully 
mounted and run longer than their attendance 
merits.
Let me consider two recent examples: 
Alexander Buzo's comedyof mannersMartello 
Towers and David Williamson's domestic 
comedy A Handful o f Friends. Buzo's play has 
two writing flaws in it. The gathering of people 
at the beach house in Act One builds in the 
audience an expectation for a scene in which 
the group's sleeping accommodations are 
arranged. Some imaginative and delightfully 
inventive scene is required to solve the 
characters' problems and advance the plot. In 
both the Nimrod and M.T.C. productions the 
play (andthe audience)slumpedatthatpoint in 
the evening because no such scene had been 
written. The second flaw is a more important 
one. Buzo's play argues that the family unit is 
the only remaining vestige of coherent 
individual assertion in a world of corrupted 
values. That's why the family is named 
Martello and why they live on an island, 
fortressed against encroaching vulgarity and 
the homogeneity of a society that produces 
nothing distinctive. That's why all outside 
agencies and forces must be shunned and 
elitism championed. To make this clear, the
play must introduce the nature of the family 
early, so that at the end we can understand the 
wishes of the patriarch and the imperative 
progression that leaves only brother and sister 
on stage, discussing incest. They are a visual 
and thematic assertion of family. Inthefirstact 
a brief mention of the father does not suffice. 
Either the character must appear then, or the 
brother and sister must have a lengthy scene 
about him, or perhaps the audience can feel 
him into the play from the mute end of a 
telephone. I don't know if any of these is the 
correct solution. I only know that the problem 
exists and should have been solved before a 
production was presented to a paying 
audience.
Williamson's play is even less finished. 
Within the draft that was produced by the well- 
intentioned but muddy-thinking South 
Australia Theatre Company, Williamson has 
two separate ideas for plays. One is about a 
family unit and moves through the party scene 
which seems central to all of Williamson's 
works, ending with an intriguing suggestion of 
incest as the only way to shore up the wall of 
the family's defence against creeping 
vulgarianism (sound familiar?). The other is a 
polemic about the ethics and purposes of the 
communications media in our increasingly 
public society. At this stage of the script's 
development it is not possible to discern which 
would make the finer play. It is evidentthatthe 
script is very muddy, and must undergo 
extensive re-writing if anything is to develop 
which might entertain and edify an audience. 
And are not those the two goals of any play?
My point here is not to engage in overly long 
critiques of two fine writers' scripts, but to 
reveal the disservice these writers have been 
done by the theatres which produced the plays. 
Much of the criticism levelled at Buzo's play is 
in fact criticism levelled at his lack of growth as 
a playwright. His critics want more advanced 
craft and more precise thinking from him. I 
dare say he wants the same for himself. He will 
never achieve either so long as his plays are 
produced without extensive re-workings.
If the theatres were proportionately more 
dependent on attracting paying audiences they 
could not give lavish productions to unfinished 
plays. Writers would not be rushed before their 
carts to market, and would have to refine their 
works before seeing them realized on a stage. 
Audiences would stand less chance of being 
bored, disenchanted with new and Australian 
plays, and alienated from the theatres their 
taxes subsidize. Theatres would not find a need 
for additional subsidy to off-set the poor 
income resulting from the audience's decision 
to stay at home. Without the excessive subsidy 
which encourages this practice Australian 
playwrights might swiftly achieve the quality 
their works promise.
Australian directors are being strangled by a 
system of subsidy which constrains theatrical 
production rather than nourishes it. There are 
very few subsidized theatres, presenting very 
few productions annually, most of which are 
directed by the theatres' permanent staffs. 
Where do newdirectorsdeveloptheircraftand 
shape their visions? Not in the subsidized 
theatre where a director is rewarded for such 
non-theatrical achievements as ''coming in on 
budget" and offending no memberofthe Board 
or audience. Not in the subsidized theatre 
where audacity and inventiveness threaten 
the security of the staff directors. Not in the 
amateur theatre where limited funds preclude 
casts of sufficient talent to realize an 
audacious conception. Only in the commercial 
theatre where audacity can lead to wealth and 
fame or in the competitive theatre where
Neil Fitzpatrick, John Gaden and Sandra MacGregor in S.A.T.C.'s Handful of Friends. Photograph: 
S.A.T.C.
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WHAT TO DO? HOW TO ESCAPE CACTH-22?
Redistribute subsidy and ear mark spending!
1 . R e d u c e  th e  s u b s id y  o f  a ll th e a tre s  
p r e s e n t ly  r e c e iv in g  fu n d s  b y  5 0 % ,  
th e re b y  fo rc in g  re s tru c tu r in g  o f  p r io r it ie s .
2 . S u b s id iz e , a t th re s h o ld  le v e l, th re e  
th e a tre s  in e a c h  m a jo r  c ity , th e re b y  
c re a t in g  c o m p e tit io n .
3 . E a r -m a rk  s o m e  % o f  su b s id ies  fo r  sp ec ia l 
pu rp o s es :
A . P la y w rig h ts - in -re s id e n c e . G iv e  th e  
w r ite rs  s o m e th in g  to  e a t  o n , so th e y  
w o n 't  rush fo r  ro y a lt ie s , a n d  a t ta c h  
th e m  to  c o m p a n ie s  so th e y  w r ite  in th e  
th e a t re  a n d  n o t in th e  lib ra ry .
B. A u d ie n c e  D e v e lo p m e n t. S u p p o r t  
t ic k e t  sa les  to  g ro u p s  th a t  m ig h t  
b e c o m e  t h e a t r e g o e r s  —  f a c t o r y  
w o rk e rs , s tu d e n ts , a th le t ic  c lu b s .
C. T ra in in g . M a n d a to ry  tra in in g  fo r  a ll 
a c to rs  u n d e r c o n tra c t .
D . A c to r s  s a la r ie s .  P r o t e c t  a g a in s t  
d is p ro p o r tio n a te  b u d g e tin g  fo r  n o n -
h u m a n  re s o u rc e s .
E. In te r - th e a t re  fu n c t io n s :
1 ) A n  a n n u a l a u d it io n  w h ic h  d ire c to rs  
f r o m  a ll th e a tre s  a tte n d  an d  a t  
w h ic h  all a c to rs  n e w  fr o m  tra in in g  
s c h o o ls  a n d  a n y  a c to r  w h o  has n o t  
w o r k e d  o n  s ta g e  d u r in g  th e  
p re c e e d in g  y e a r  m a y  be s e e n .
2 ) T o u r in g  o f  p ro d u c tio n s  fro m  o n e  
t h e a t r e  t o  a n o t h e r ,  th e r e b y  
p ro v id in g  a u d ie n c e s  a n d  c r itic s  
w ith  th e  q u a n t ity  an d  v a r ie ty  o f  
th e a tre  th e y  n e e d , a n d  in v itin g  
c o m p a r is o n s  o f  th e  w o rk  o f  a ll 
c o m p a n ie s .
3 )  T r i - a n n u a l  e v a lu a t io n s  o f  th e  
q u a lity  o f  e a c h  c o m p a n y 's  w o rk  by  
a te a m  o f  n a tio n a l a n d  in te rn a t io n a l  
th e a t re  e x p e rts , as a w a y  o f  
a s s e s s in g  a p p l i c a t i o n s  f o r  
c o n tin u in g  s u b s id y .
audacity can lead to reputation and 
opportunity. Yet Australia's subsidized 
theatres are choking commercial theatre to 
death by providing audiences with lavish (if 
tedious) productions at prices the commercial 
theatre cannot equal. By the time audiences 
discover the bargains they are getting are 
unsatisfying, the commercial theatre may be 
out of the contest. With it will go the 
development of directors who might bring 
vision and vitality to the Australian theatre. 
Unless something is changed, the standard of 
directing in Australia will continue at the 
level of smug mediocrity which all lament, but 
most perpetuate.
Artistic Directors are an endangered species 
in the subsidized Australian theatre. The 
present system rewards administrators who 
can phrase proposals, appease Boards and 
balance budgets. But policies must be shaped 
by those with a sense of theatre's function in 
its society, a clear vision of the nature of 
theatrical communication and a precise taste 
in dramatic materials and theatrical styles. 
There are Artistic Directors who can phrase 
proposals and balance budgets but often well- 
intentioned but unqualified businessmen 
assume the theatre artist's job. Consider the 
ramifications of this practice. Plays are 
selected with an eye to pleasing the entire 
audience (an impossibility) or with the 
intention of pleasing one segment of the total 
audience with each show (an eclecticism 
which serves to anger several segments of the 
audience with each production). Seasons are 
bland lists of plays that reflect no vision or 
purpose. Additionally, a laissez faire practice 
permits individual artists too great an artistic 
license, so long as they remain fiscally 
responsible, and directors and designers 
produce works which are idiosyncratic rather 
than to the theatre's purposes. An example: 
the S.A.T.C.'s Coriolanus in which the scenic 
designer introduced a gothic drawbridge into 
the director's Roman world and the costume 
designer compounded the confusion with a 
classical Japanese silhouette which included 
Empire waistlines which the audiences 
predictably assumed were feminine on those 
super masculine warriors of Shakespeare's 
Rome. The result was an u n a c c e p ta b le  
production which audiences disliked. The long 
range result will be a falling off of attendance 
necessitating additional subsidy: Catch-22. 
Only when the theatre's survival is related to 
its attendance might there appear Artistic 
Directors who gamble on their vision, court 
disaster by audacity and walk with danger 
daily. Only they will develop theatres that 
speak with a clear voice. Some of those 
theatres will find audiences anxious to listen.
Australian designers are strangling 
themselves on their budgets. Every bureaucrat 
knows that the size of next year's budget 
depends on how much is expended this year. 
So designers spend and spend, regardless of 
the needs of a production. Plays become 
excuses for scenic experimentation. Actors 
become cheap ways to get glorious costumes 
on the stage. Plays are chosen so the wig 
maker has something to do. The greater the 
influence of the design staff, the less the play is 
well served, the more the audience is bored, 
the fewer tickets it buys, the more the subsidy 
grows, the more money there is for designers 
to play with: Catch-22.
Australian actors are starving for want of 
financial and artistic nourishment. There are 
very few theatres, and very few jobs, and most 
pay poorly. Subsidy leads theatres to invest in 
tangible items like scenery and elegant 
programs. Yet audiences come to see actors,
for they're what makes theatre live. Actors 
earn more in TV and film jobs, so consider 
stage work a luxury they can rarely afford. 
Audiences discover the quality of stage acting 
inferior to the quality of TV acting on major 
programmes. Theatres invest more and more 
in physical trappings, trying to lure them back. 
Audiences watch good acting on TV. Theatres 
ask for larger subsidies: Catch-22. When 
theatres do pay an actor competitively, they 
purchase the actor's proven skills, rarely 
providing him with additional training, rarely 
stretching him to play what he has not 
previously played, rarely engaging him for 
extended and varied seasons. Result? The 
actor starves for want of artistic nourishment, 
becomes a commodity,and hires himself out to 
the highest bidder, TV: again Catch-22. This 
must not always have been true of Australian 
theatre. When one considers the number of 
Australian actors who have become 
international stars of the magnitude of Zoe 
Caldwell, Leo McKern, Peter Finch, and Diane 
Cilento it is necessary to think favourably of a 
time when actors played in non-subsidized 
repertory, learned their craft and delighted 
their audiences.
Critics strangle on their own words. They 
wish to support the theatre, as they love it, and 
understand its social importance. But there is 
so little theatre presented that they must 
refrain from imposing stern judgements for
fear of alienating audiences. Accordingly, they 
lower their standards and give token approval 
to unacceptab le productions, thus  
perpetuating work which alienates the 
audience, thus requiring the lowering of 
standards: Catch-22. The only way critics can 
introduce constructive standards is by 
comparing the efforts of several theatres. By 
subsidizing only a few theatres the present 
system precludes that, perpetuates poor 
criticism, and contributes to the steady decline 
of Australian theatre.
Australian audiences are starving for want 
of theatrical nourishment. There is too little to 
see. Too little of what is seen is good enough to 
encourage them to stay away from the TV set, 
to return to the theatre, to contribute their 
presence, intelligence and energies to 
developing the Australian theatre.
To ear-mark subsidy means to take 
responsibility for the expenditure of funds. It 
means being answerable to the voters for the 
policies which shape their theatres and the 
quality of theatre which receives theirsupport. 
It means abandoning a Pilate-like practice of 
irresponsible fiscal administration.
But it could also mean the introduction of an 
ecologically sound theatrical structure. It could 
mean escape from the Catch-22 which is 
starving the Australian theatre by forcing 
money down its throat. It could mean salvation 
for the spirit of the Australian theatre.
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TW O  YEARS W ITH THE TOTE
Bill Redmond
BILL REDMOND is the Artistic Director of the Old Tote 
Theatre Company. He has been back in Australia fortwo and 
a half years. Before that he spent twenty four years in 
England playing and directing in the West End and 
throughout England including television. In Australia his 
notable successes have been Home. The Brass Hat, Abelard 
and Heloise and most recently Otherwise Engaged.
“Look back," the editor asked me, "over your 
two years at the Tote". Rather as if it was the 
view from the top of Bulli Pass, I suppose.
Well, in the belief that no-one will be very 
interested here goes — from the actress who 
wrote asking with whom she had to sleep 
(though she phrased it less delicately)to get an 
audition, to the reviewer whose extensive 
knowledge of theatre led him to take to heart 
my flippant remark about Home — "I got the 
four best artists I could find and let them get on 
with it” — and actually used it as the basis of 
his reviewl
My first job at the Tote was to learn as much 
as I could about the work of as many artists as 
possible — and in the shortest time.
The two obvious ways to do this were 
auditions and attendance at as many other 
theatres as I could get to. It is really astonishing 
how often you can go to the theatre in Sydney 
— but it takes stamina.
In my first three months at the Tote auditions 
were held, by myself and my associate 
directors, for more than 300 artists. In addition 
to which auditions are held for most roles in 
every play scheduled, and open auditions — 
aimed specifically at the young and the 
newcomer to the profession — are held at least 
once a year.
I know of no theatre in the world in which 
opportunity to be seen is quite so open — 
despite the limitations of time and human 
endurance.
Out of these early auditions, at which I asked 
artists to read with the rhythms and accent of 
their roles, came a crop of delicious but mainly
apocryphal stories — like the actress who, 
when I asked her why Lady Windermere had a 
remarkably heavy Australian accent, is 
supposed to have replied "But Mr. Redmond I 
am Australian." I wish it had happened; it 
would have enlivened a long day.
And to the auditions must be added endless 
nights spent in other theatres watching other 
plays. After a long day's rehearsal or 
administrative work, five, six and even seven 
nights a weektaken up with theatre-going isn't 
everyone's idea of Paradise — it very often isn't 
mine either — but over the past two years 
either I or some other representative of the 
Tote has been present at a performance of 
most plays done in Sydney.
In this way the work of the other theatres, 
actors, directors and playwrights is constantly 
seen by Tote staff.
In a city in which work opportunities were 
already strictly limited, I felt it wrong to form a 
permanent company. It was then, and still is 
my belief that the Tote should keep its doors 
open to as many and varied artists as possible. 
Talent and availability should be the only 
considerations.
This is a great help to visiting directors who 
then have a much widerchoice of artists. It has 
also been my personal policy to allow a director 
complete freedom of choice. He is the man who 
has to create the play and should know with 
whom he can best do it — I may have 
sometimes tried a little persuasion, but never 
coercion.
It is common practice in London and New 
York for actors of any degree of attainment to
attend basic and referesher classes. For 
example London's R.A.D.A. runs two different 
courses three times a year and it is quite usual 
for artists to attend every session throughout 
the year.
Though it may mean the tough discipline of 
covering the same ground overandoveragain, 
this constant return to basics — especially in 
voice work — is absolutely essential.
For this reason I instituted the Tote's free 
classes for professional actors. Open to all 
members of the profession, and at first viewed 
with considerable suspicion, the dedication of 
the tutors, Peggy Watson, Doreen Harrop and 
the late Lou Lopata soon made them  
immensely successful.
That they are at the moment in abeyance is a 
great loss to the Sydney theatre scene.
Working with Australian actors has been 
one of the real delights of my homecoming. 
Their application and capacity for hard work, 
their thirst for knowledge, their desire to 
extend themselves have impressed my greatly.
They want demands to be made of them; 
they demand direction and when given it they 
find rich untapped reserves upon which to 
draw.
Some memorable moments on thattheme — 
Peter Sumner and Judy Morris in a gruelling 
stretching as they strove to encompass the 
immensely difficult characters of Abelard and 
Heloise, Gwen Plumb's unforgettable Mrs 
Swabb, Anne Haddy's bitchy, difficult, but 
moving Clarissa in The Brass Hat. Ralph 
Cotterill and Robyn Nevin in a number of 
guises and all five of the splendid cast of Home.
Home, the first play I directed forthe Tote, is, 
coincidentally, one of the fondest memories of 
my career. A maze of monosyllables, single 
sentences, extraordinary moods and 
immensely difficult rhythms, it presented the 
toughest of challenges to us all.
It also introduced the inimitable Pat Evison to 
Australian theatre audiences and Bill Charlton 
proved a piece of furniture can be sensuously 
loved. A very happy time.
Incidentally, I wonder does the Racial 
Discrimination Act apply to plays. In certain 
quarters it seems to be a criminal act to be a 
British or American play. Just now Habeas 
Corpus and Otherwise Engaged have been 
guilty of the double heinousness of being both 
British and successful.
Happily there are other views on the matter. 
Recently I talked to a prominent Australian 
playwright on his second visit to Otherwise 
Engaged. He'd come to study the exceptional
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brilliance of the writing and the fine 
performances. And he'd promised himself two 
more visits.
There can't be much wrong with that 
attitude nor with that of two other well known 
playwrights who told me the magnificence of 
O'Neill in Mourning Becomes Electra had 
revolutionised their thinking about their own 
work.
One of the more pleasant aspects of this job 
has been my happy association with the other 
major Sydney theatres, particularlythe Nimrod 
and I was delighted when Richard Wherrett 
consented to direct Streetcar for us. Pressure 
of his commitments has denied us John Bell, 
but I believe this will be corrected early in 
1977.
A free exchange of ideas and scripts has 
existed between the Tote and the other Sydney 
theatres during my term. There have been 
times when a closer association seemed 
desirable and even possible, but there are 
many practical difficulties to be overcome.
Coming to the Tote, as I did, at a time of 
world-wide financial difficulty, many of the 
things which I believed were then necessary — 
and still are — remain undone.
The formation of a studio theatre was the 
most serious casualty — a theatre in which 
new plays could be workshopped; where 
young actors and young directors could try the 
impossible and get away with it; where plays 
beyond the taste of their time could be seen.
And the importation of experts from Europe 
and America to te a c h  — not just to design a 
play, or light a play, or paint a set — our own 
people is a desperate need. In all attempts to do 
this I was thwarted by lack of money and 
almost total apathy.
That august body The Australia Council 
couldn't find the money to bring one of
Pat Evison and Ruth Cracknel/ in the Old Tote's production of Home (1975). Photograph: Brian 
Morris.
Judy Morris (Heloise) and Peter Sumner (Abelard) in the Old Tote's production of Abelard and 
Heloise. Photograph: Old Tote.
Europe's best lighting designers for a year to 
Australia. To quote from the application —
"...in the twelve month period, 
approximately 18 professionally 
employed technicians together with 28 
second and third year N.I.D.A. 
production and design course students, 
would participate in the training. This 
would be followed up by the designer 
being used for at least one direct 
association with a company in each 
state to design and light one production 
to consolidate the training programme 
within the confines of the company's 
own theatre with its own relevant 
problems".
Total Cost $27,000.
But it did manage to find a slightly less 
amount to bring together a number of people to 
institute a Critics Award.
I wonder can anyone — even those who 
received it — remember that it took place.
I hold the heretical view that the Australia 
Council exists to s e rve  the Arts, on which 
premise I would have expected that someone 
from somewhere within its sacred walls would 
have approached me to know what artistic 
views I held and what I felt were the artistic 
needs of the Old Tote.
I have never met anyone from the Council on 
official matters. Of course I've bumped into 
them at noisy and pointless cocktail parties and 
Dr. Battersby once murmured something 
about our having lunch.
That was well over a year ago.
I trust Dr. Battersby never received 
messages from the five telephone calls I made 
to confirm our luncheon.
Because I'm still awaiting the courtesy of a
returned call.
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Theatre Organisations
districts plundered for whatever food and even 
chairs and tables they had available. Although 
the finishing touches were still to be made and 
the seating consisted of old tram benches, odd 
tables and chairs, poor lighting facilities, tiny 
acting area and impossible accoustics, the 
opening night aud ience voted the  
establishment a winner. Today, fifteen years 
later the Music Hall would seem to be even 
more successful than ever.
From the moment a customer walks through 
the front doors into the foyer crammed with 
Victorian bric-a-brac he is entering another 
world. One which Dickens would have 
immediately recognised even though the 
audiences of today are on the whole more 
sophisticated and better behaved than in the 
nineteenth century. It is still possible to see on 
occasions babes in arms carried in to see the 
show as part of the family outing. Wedding 
receptions have been held in the pit area of the 
auditorium with the bride in white and groom 
and guests in evening dress during a normal 
performance of the show. Some members of 
the audience, frustrated with the hero's 
ineptitude and delay in rescuing the heroine in 
distress have taken matters into their own
M ELODRAM A'S TRIUMPH
OR THE MILLER A N D  HIS M EN
STANLEY WALSH is the Author-director of
Sydney s Music Hall Theatre Restaurant's current success 
Beast o f Betgrave Square — in fact he’s written and directed 
the Music Hall's past six shows. He wears other hats, too: 
for instance he directed One Flew Over The Cuckoo's Nest 
for the New Theatre last year and acts not infrequently on 
the T V.
From its heyday as a cinema called The 
Southern Cross' the old building in Neutral 
Bay, Sydney had been steadily declining in 
popularity, firstly as a cinema then dance hall 
and even a skating rink until it was considered 
by most people to be a white elephant. But in 
1961 The Southern Cross' took on a new 
name and a new life as the Music Hall Theatre 
Restaurant.
It was the dream of George Miller, dance 
band leader, violinist, father of the 'Musical 
Millers' straight man to Chico Marx, political 
activist (he stood for Labour against Sir Robert 
Menzies) to open a theatre restaurant and 
present full length stage melodramas.
Impartial observers thought he was quite 
mad or at the very least quaintly eccentric. By 
this time the building had a long history of
failure, Neutral Bay was not considered Dy 
many to be a fashionable suburb and to revive 
melodrama shortly after the advent of 
television appeared the ultimate in folly. The 
odds were just too great and yet another failure 
was predicted for the old building. Mr. Miller 
was politely but firmly shown the door by bank 
managers, finance organisations, in fact, 
everyone he approached with the scheme.
Undeterred however, his tenacity and belief 
was such that in spite of the scepticism and 
many difficulties the venture opened. He was 
involved in every facet of the operation from 
painting and construction work to the 
semantics of local government rulings, along 
with some financial wizardry at opening the 
show before the money ran out.
The opening night itself was quite an 
occasion and not without its own problems. 
Twice as many people turned up as had been 
invited or expected and instead of helping 
themselves to food as had been planned the 
patrons sat down and demanded service in the 
best tradition. Undaunted, friends were 
persuaded to volunteer as waiters, a shuttle 
service operated to the nearest hotel for drinks 
and the shops and cafes in the neighbouring
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hands and clambered onto the stage to save 
her from a bear trap in the snow, a circular 
saw, tied in a dungeon awaiting the villains 
pleasure ... fates worse than death.
Perhaps the most memorable audience 
comprised of members of the crew and officers 
of the british aircraft carrier H.M.S. Hermes. 
They came dressed for the occasion, wearing 
Victorian wing collars and cravats, waistcoats, 
false whiskers and moustaches. They were a 
marvellously appreciative audience and filled 
the entire pit section; upon the entrance of the 
character lady, as one, they rose to their feet 
and sang the whole of 'Rule Brittania' and- 
proposed a toast to the actress's entrance, 
then continued to participate throughout the 
show in the manner born. Afterwards, the 
whole cast and crew were invited on board the 
ship for a party which lasted until dawn. One of 
the props for the show, a stuffed kookaburra, 
holds pride of place in the mess as a souvenirof 
that evening.
It is perhaps the broadly based appeal of the 
show and the atmosphere of the building 
which has contributed to its success. 
Customers have come from all over the world, 
all nationalities and ages. Ambassadors, 
parliamentarians, trade unionists, social clubs, 
schools, celebrities, every walk of life. Arthur 
Rubenstein, Joey Adams, Jimmy Edwards, as 
well as our own Winifred Atwell, and Sir 
Robert Helpmann .. indeed Jacques Tati 
arrived with intention of staying for only the 
first act, being under strict instructions from 
his doctor to return to bed after that for he was 
suffering a terrible cold and he had 
committments the following day. It was finally 
after two in the morning before he decided to 
take his leave after celebrating with the cast 
and crew. One high official in the Canadian 
Trade Commission, who had been responsible 
for supplying us with necessary research 
material for Exposed to Danger, a melodrama 
based on the Klondike Gold Rush, felt 
compelled to bring all visiting officials and 
guests from Canada who were enjoying a stay 
in Sydney. In all, he saw the play over twenty 
times and knew the story and the lines of the 
actors almost as well as they did. Business 
organisations have booked the entire theatre 
to entertain their clients and staff in one 
riotous evening of fun.
Perhaps the closest links melodrama has 
with the past lies in the Elizabethan and 
Jacobean tragedies. One has only to consider 
Arden o f Faversham, Titus Andronicus, The 
Jew of Malta, Macbeth, and many others to 
find plays that are crammed with villains, 
distressed heroines and domestic agonies.
The style and presentation of the Music 
Hall's melodramas rely strongly upon the 
energy and commitment of dedicated actors. 
Throughout the years many of Australia's 
finest actors, designers, choreographers and 
musicians have worked at the music hall. 
Noelene Brown, Ron Haddrick, John 
Unicombe, Barry Lovett, Alfred Sandor, Neva 
Carr Glyn and Tom Lingwood, to mention only 
a few. It has also long been considered one of 
the most difficult and rewarding of training 
grounds for young actors. Many who made 
their first appearances on the music hall stage 
have already made a significant impression in 
the Australian theatre.
Learning to survive in an atmosphere where 
distractions can easily be found and the 
audiences far from captive, requires all the 
skills and training of the best professional 
actors. Timing, presence, clarity of work and 
diction, economy, vocal projection and sheer 
inventiveness and artistry are of paramount
importance. Tap classes are held weekly and 
singing and music when required. If an 
uncommitted actor, or one deficient in the 
basic acting techniques loses the attention of 
the audience it will not be regained until it is 
wrested from them by a more dedicated and 
skilful performer.
My own personal association began in 1966. 
After passng the building many times I had 
decided it was probably one of the theatres in 
Sydney in which I would never find work 
because my own career had been more 
orientated to the contemporary and classical 
theatres. However, I was plunged into the 
world of modern melodrama as the leading 
hero. After a period of two years andfourplays 
I returned to the 'legitimate stage' having 
learnt to expect a hive of activity with waiters 
rushing to serve food and drink during my 
performances. I soon learnt the only way to 
gain attention at the Music Hall was to 
command it, and once having got it, never let it 
get away. Coping with a fractious audience 
who maybe arrived discontented with the 
world, determined not to enjoy themselves and 
then at the end of the evening stamping their 
feet clamouring for more and refusing to leave 
is an exhilarating experience.
My return in 1970 as the director and writer 
of the shows was after the Music Hall departed 
briefly from its tried and trusted formula to 
present a roaring twenties musical show 
which, although most interesting, persuaded 
George Miller to revive his original opening 
production of East Lynne and I was asked to 
direct. As it was the bi-centenary year of 
Captain Cook's landing at Kurnell it seemed 
more appropriate to me to stage a completely 
original Australian melodrama incorporating 
the past of Sydney with a parallel theme 
centred on the Underworld and corruption in 
Sydney of that time. Many of the characters in 
the script were recognisabletothe audience as 
their contemporary counterparts.
It was agreed this should be my opening 
production in my newcapacity ... I undertook to 
write, cast, produce, direct and re-establish a 
backstage organisation from designer to stage 
director in less than two months.
Burning the midnight oil and working within 
the building almost to the complete exclusion 
of the world outside, meant opening was only 
just possible. The result was a success and 
broke all box office attendance records.
George F. M iller
Subsequently, each successive show has set 
new levels of attendance until the Spectre Of 
Wycombe Manor (which was the last show to 
complete its run at the Music Hall) enjoyed a 
run of almost two years and was seen by over 
150,000 people.
Without sacrificing any of the original charm 
of the building at it's opening in 1961, George 
Miller has continually improved his facilities in 
every department. Pouring profits back in order 
to upgrade and be in a position to compete and 
survive in what has become an increasingly 
difficult type of enterprise, knowing full well 
that what was satisfactory in the past will not 
necessarily be good enough for today. He has 
enlarged the acting area, built new dressing 
rooms, installed a revolving stage, lighting 
systems and the latest in soundequipment. All 
this at a time when other theatrical ventures 
were losing ground.
The Music Hall is now regarded as an 
important institution in the Australian 
theatrical scene, achieving both prestige and 
critical acclaim for its style and presentation 
along with its ever increasing popularity.
As to the future? I hope the world of 
melodrama with its violence, emotional agony, 
physical disasters, shootings, stranglings, 
drownings, suicides, conflagrations, tortured 
heroines, persecuted heroes and dastardly 
villains, which is only the prelude to happiness 
and the triumph of virtue, continues to survive 
and thrive in the atmosphere created for it at 
the Music Hall.
Mr. A lfred Sandor (Nathaniel Creevey), M iss Rosalie Howard (Lady Amelia Wycombe) and M r Des 
Rolfe (Dr. Randolf Stricken) in The Spectre of Wycombe Manor. Photograph: David Cumming.
Page 44 Theatre-Australia  Sept-Oct, 1976
Film, Television and Radio
PURE SHIT A N D  N O N -PR O FESSIO N A L
Bert Deling in interview with Phil Noyce
BERT DELING is a film-maker whose two feature-length 
films are Dalmas — which started with the appearance of a 
cops-and-robbers mystery movie, but progressed into a 
record of the film-making process with the communal 
theatre group. Tribe, and ended with an image of Deling 
himself slashing a screen on which the ending of the film 
was projected — and Pure Shit, a film on the drug scene. 
Here he talks with Phil Noyce about the process of making 
the latter, a process which many may see as useful and 
relevant to the stage.
P.N. Bert... the non professionals in your last 
film, Pure Shit, who were they and howdid you 
work with them?
B.D. Well, we only had about two or three 
people who were professionals. The main one 
was Max Gillies, the Pram Factory actor who's 
done quite a few films. He's only got a very 
small part in this one; the bulk of the film was 
resting on the shoulders of people who had not 
acted in films before and in mosteases had not 
acted anywhere before.
We had four main actors. One was a woman 
from the Pram, Carol Porter... she hadn't been 
involved in drugs, the subject of the film ... she 
was in it because she was an actress and she 
played the woman who was just getting into 
the scene, experiencing itforthefirsttime. The 
other three people had all been intimately 
involved in drugs at some time or other, and 
their involvement varied from, in one case, 
having been a junkie some years ago and 
having stopped, to one who was well and truly 
established as a drug user. The third person 
was just beginning to get into the regular use
of drugs and who's since become somewhat 
more practiced.
P.N. What made you cast these three?
B.D. It was a film about drugs and it was a 
film originally set upas ... its a ghastly word ... a 
therapeutic project for the Buoyancy 
Foundation — a drug referral centre in 
Melbourne. There were a lot of people there 
who were involved with drugs who decided for 
one reason or another that they'd stop. So this 
was going to be a small project, an 
Experimental Film Fund Project, for people 
who'd made the same attempt to stop ... and 
were trying to come up with something that 
could be shown to other people that actually 
embodied their experience ...
P.N. Didactic?
B.D. Yes, well ... say 80% of the people 
involved in the film were people who'd begun 
to question their involvement in drugs. But in 
answer to your question: why use those people 
rather than anyone else: it's partly an 
economic reason ... I mean the sorts of films 
I've been making haven't allowed for payment 
of anybody practically and the wage on that 
film was $50 per week for the duration of 
shooting.
P.N. For each actor?
B.D. For the four main actors. Nobody else 
was paid. But the main reason for using those 
people was that we were attempting to draw 
on their experience and to make a film that 
related in the same way to that experience. 
That meant getting them involved much earlier 
than traditionally. The people who were acting
in that film were also the people who wrote the 
script.
P.N. How did you come to write the script, 
and what do you mean getting them involved 
more than traditionally?
B.D. How that film started was that a notice 
was put on the board at the Buoyancy 
Foundation which simply said: “anybody 
interested in making a film come along to this 
meeting". At that meeting I was the only film 
making person and the rest of the people had 
had no involvement with films at all. And from 
that group evolved a script.
P.N. How long was it before you started 
shooting?
B.D. Six months.
P.N. You spoke to them about their 
problems?
B.D. Well in many cases we'd already been 
friends and if we weren't we were friends fairly 
rapidly so it wasn'taboutonefilm-makergoing 
in and talking to a group of people who have 
problems other than his own ... I mean in lots of 
ways I've been fairly close to the drug scene 
myself over the years. It wasn’t the traditional 
film making situation where you go in cold and 
then you desperately try to get a bit of local 
colour to put on top of the form of yourfilmso it 
looks like it might be realistic — there was no 
preconceived form, there was no preconceived 
story for this film. We met three times a week 
and we talked and there'd be anecdotes come 
up about their personal experience and things 
... I'd take notes and I'd go away and I'd write up 
a rough draft of that and I’d bring that back and
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that would be discussed, and gradually the 
thing ...
P.N. When did the idea to make it into a 
dramatic structure that it’s got now —
B.D. Always
P.N. It was always going to be a narrative 
film?
B.D. Yes. But it was going to be an 
experimental film — as I said an EFFfilm — but 
I was told that I couldn't make the film for the 
budget. We were told we had to go up to the 
Development Fund and so we did and ... the 
longer the process continued of the funding 
the more we worked on the script and so the 
more it evolved. Finally we got the money 
together and three weeks before we began 
shooting we began rehearsals on the script we 
had worked up.
We had a half inch porta pack system ... 
a video tape system and two cameras and we 
ran a lot of the stuff.
P.N. What did you do with the two cameras? 
B.D. Oh, everybody would take turns. The 
idea about it wasn't to reproduce the editing 
that the film would have. It was primarily to 
give people a sense of confidence. Andthis has 
been my experience about using non­
professional actors: if you get into a situation 
where they've worked on the script and they 
know why things are in and why things are not 
in, they have a much greater sense of 
understanding what they're doing when 
they're out there — so that's the firsTpart of the 
process of getting a reasonable performance 
from someone who hasn't acted before. Then 
the second part of it is giving them a confidence 
about their body language — the actual 
physical thing they're doing. That's where the 
video came in and it was extremely useful 
because you could have a person stand there 
and do their number and then you'd play it 
back.
Because of the mystification of the role- 
situation where you've got the film maker and 
a lot of people who don't know what's going on; 
it's very important for them to get your approval 
so they're convinced they're not going to make 
idiots of themselves when they finally get out
there. The idea was simply to get them to a 
situation where they felt absolutely confident 
about their own capacities. The script 
developing process and the videoing process 
were critical to that.
P.N. What would you act out together; actual 
scenes, or did you improvise?
B.D. We had the script by that stage — it 
tended to get cut a lot in that process. There 
were four boxes that people would sit on and 
they'd be in the car, runningthecardialogue: if 
we were interested in one particular performer 
or another we'd stay on close-up on that 
person, and then run it back. We'd all adjourn 
to the monitors, run itthrough,talkabout it and 
then go back and do it again. By the time we'd 
done that and got onto the set these people 
were in a position where they could be 
comparitively relaxed and therefore run a few 
risks. My experience is that if you don't do that 
sort of preparation, when you get onto a set a 
non-professional actor is able to give you 
perhaps a tenth of his ultimate potential 
because he's so unsure of what it all means. 
Above all they're very unsure about their body 
language — they haven't seen it, and video 
simply gives them a confidence. In Pure Shit 
you've got, in most cases, people playing roles 
which are, if not close to themselves, at least 
immediately rooted in their experience, so 
what you're attempting to get them to do is 
reproduce their experience in front of a 
camera. The thing you haveto actually address 
yourself to is the artifice in that process.
P.N. If you were dong a film about something 
completely dissimilar to the actors' experience, 
do you still think this would be a good way of 
getting a naturalistic performance from a non­
professional actor?
B.D. I couldn'tsee a situation where you'd be 
involved in using non-professional actors who 
were doing stuff a long way from their 
experience. It's precisely because of their 
experience that you choose to use them. But I 
think it's a process that can be used extensively 
and I think that the possibilities of introducing 
much closer representations of our day-to-day
life are very high in that situation. The cinema 
has a major role in defining day-to-day reality 
for people which is being just ignored at the 
moment.
The process we went through in Pure Shit was 
a very positive one on all levels because we had 
a good mix. We had a group of extremely self- 
effacing professionals and at the same time a 
group of non-professionals who were 
extremely well prepared. I think that's the key 
to it, and it's a two sided key. What you 're trying 
to do is make the process of the profession as 
non-frightening as you possibly can to people 
who are not used to it. But the other answer to 
the question is that drug addicts themselves 
are into playing out an extremely well 
developed fantasy life so that they're prime 
subjects for something like this.
P.N. What about that rapid-fire question and 
answer and comment? Was that your 
direction?
B.D. Yes. My experience is that film slows 
down dialogue amazingly. It might sound right 
on location but it sure comes out slow on the 
screen. They were talking at least twice as fast 
as they normally do — and the film has slowed 
that down a little bit. But it was extreme; it felt 
extreme while we were doing it, and that was 
one of the problems convincing people that in 
fact it wasn't madness to do that. We had a few 
other practical problems: some of the actors 
were using quite a lot of heroin and that tends 
to slow people down a lot so they feltthey were 
t a I k i n g ve r y m u c h I i ket h i s , but in 
fact...they...were...talking...like...that, and no 
amount of cajoling could get them to talk any 
faster.
The structure of the movie was about the 
frenzy of the life, its both frenzied activity and 
comparitive meaninglessness. There's this 
kind of escalating madness to score the dope, 
and then what they're looking for is stillness, a 
still point in their lives, so both the structure of 
the thing and the dialogue were preconceived 
that way.
What is it they're actually looking for out of 
this dope ...?
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Theatre-In- Education
RELEVANT THEATRE FOR CHILDREN
Roger Chapman
theatre
ROGER CHAPMAN is the recently appointed director of 
youth activities South Australian Theatre Company. He was 
formerly Director of Theatre in Education, Octagon Theatre, 
Bolton and Director of Theatre in Education, Leeds
Playhouse
My first tangle with the all knowing 
Australian press was when at Adelaide Airport 
after just having spent 35 hours on jets I was 
told that as Theatre in Education was the study 
of texts in classrooms could I explain what 
texts I would be using. It was difficult to take 
this seriously, but in reality, most people's 
conception of Theatre in Education is not too 
far removed from this, in that it includes 
notions of actors, performing plays from scripts 
(albeit specially written scripts), for audiences 
of children.
3 groups of actors have in fact been touring 
schools in England with productions of one 
kind or another since the thirties. They tended 
to be classics, and usually those that related to 
the current examination syllabus. Such events 
achieved notoriety of one kind or another, 
depending on the people involved — one 
remembers stories such asthatofthethreeold 
ladies in a taxi who performed Macbeth, 
playing all the parts between them, — "Don't 
tell the children we are all women — they'll 
never know”.
This kind of disrepute was tackled in the 
early fifties by people like Brian Way, who 
realised that theatre in schools for children 
could be more than playing to a captive 
audience by a group of out-of-work actors. 
Brian Way employed groups of actors who 
wanted to work with children, and devised 
special scripts which not only tried toavoidthe 
more traditional pantomime or 'Peter Pan' 
elements, but also included sizeable 
opportunities for the audience to participate in 
an active fashion, in a rather more 
sophisticated way than simply booing the 
villain. The whole audience, for instance, 
might be involved in erecting the circus tent or 
crossing a ravine. The companies rehearsed
during the school holidays, and spent the term 
time on a kind of 'whistle stop' tour through 
various local education authorities. Several 
performances each day, coupled with the 
demands of such performances usually 
resulted in a rapid turnover of actors. Schools 
were visited once, plays were provided to suit 
various age ranges, and were offered as a 
package. They were financed by either the 
local authority paying the fee thatthe company 
demanded, or more usually, by some harassed 
teacher needed to collect cash from the 
children.
This kind of activity still continues, the 
fundamental elements beingthatthe company 
works to a script or plan that is provided for 
them, and they visit the schools once only. In 
other words, a repertory system of a fairly 
traditional kind designed to provide occasional 
theatrical experience for children.
There have, h ow ever, been other 
developments. The advent of the new regional 
theatres provided a different kind of 
opportunity for educational companies to be 
based on such theatres. The first of these was 
at the Belgrade, Coventry, the major change in 
the concept was that a small company based 
on a theatre such as the Belgrade, could 
provide a much more comprehensive service to 
a local community than could the "one off" 
visits of National companies. The idea of local 
community service with and for young people 
was the driving force behind the Belgrade 
company and the term 'Theatre in Education' 
seems irrevocably linked with the formation of 
this particular company.
I found myself in the first Belgrade Theatre in 
Education Team and within a year it became 
evident thata differentstyleandtypeof workto 
that which had previously been seen in schools 
or in the parent theatre was beginning to 
emerge.
The professional actor's role previously had 
been to find "good work" where he could and 
then be told by a manager what plays he would 
be performing in, what role he would be 
playing in them and in many cases howto play 
it. Our brief was to provide an "inspirational 
service" — there were no scripts, no text 
books only a highly critical audience of young 
people who by and large regarded the theatre 
as irrelevant to their everyday lives. It was the 
term 'relevant' that was to be the cornerstone 
of this and successive companies' policies. The 
work which was to be written, devised and 
presented bythesame groupof people working 
democratically had to deal with themes and 
problems which were of current concern and 
were important to actor and audience alike.
After two or three years the repercussions of 
this type of work were beginning to be felt 
inside the profession. New companies based 
on the Belgrade blue print were springing up, 
not this time staffed by the youngest and least 
experienced members of Equity but older and 
more mature hands who were intrigued by the 
relationship between drama and education 
and equally by performing self-researched and 
self-felt work. Come 1970 in Leeds we were a 
group of eight which had attracted leading 
regional and national performers who for the 
first time were enjoying the freedom and 
privilege of working this way.
Theatre in Education had taken a clear lead 
in Equity affairs negotiating the first theatre 
contract whose conditions were to break 
through the old slave labour charter the Esher 
Standard Contract. Work was spilling over 
from the schools into the main house and 
young people were making increasing 
demands on theatres for a more flexible
responsive and locally rooted types of 
presentation rather than museum classics or 
faded West End comedies. Today colleges of 
education, universities and even England's 
out-dated drama schools are running Theatre 
in Education courses. Eyre Methuen albeit 
slowly are publishing the best texts from the 
companies and competition to work in Theatre 
in Education is in many cases much keener 
than at a regional theatre.
Australia today theatrically feels like those 
heady mid-sixty years in England when 
everyone was frantically building newtheatres 
and starting new companies without pausing 
to ask the question why or what for. I hope 
Australia doesn't have to go through the 
English mid-seventies gloom and identity 
crisis as audiences fade and these once much 
vaunted buildings increasingly look like elitist 
cultural mausoleums.
While main stream theatre may be heading 
toward adolescence, Theatre in Education in 
Australia is going through birth pangs and 
those of us who are involved are just beginning 
to come to grips with the problems.
Working in South Australia, the school 
population of the State is similar to that of 
Greater Leeds. How do we get to everyone? 
How do we rationalise the work which is 
already in existence? How nationally does 
Theatre in Education form itself into a 
movement with an energy and identity of its 
own? How can we raise the prestige, standard 
and consciousness ofthe work so that theatres 
will regard the work outside their buildings 
with equal importance to the work done in the 
main house.
The resolution of these problems will only 
come about if Theatres and Theatre in 
Education companies tackle them jointly. It is 
no use a theatre having a Theatre in Education 
company unless itforms an integral part of that 
theatre's policy. Equally it is no use a Theatre in 
Education company spending its time and 
energy attacking its parent company or its use 
of theatrical skills. There must be a coming 
together of both areas and a clear 
understanding of what we are trying to 
achieve. That way there is a strong possibility 
of a relevant theatre both inside the building 
and in the community.H I
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T H E A T R E M U S I C
We offer Australia's widest selection of specialist music. No pop music 
no dreaded 'middle-of-the road' and no ABBA. We do offer the best in 
Spokenword, selected Classical, Political, Folk Arts, Early Jazz, Blues, 
New Songwriters, Ozmusic and Ethnic music. Our 'mixed' racks offer 
plays, theatre music, odd sounds, whales grunting and anything else you 
might need for theatre production. Our records pop up at the best 
theatres in Australia.
Mail Order: Send a S.A.E. for our 40 page catalogue.
POCK m IDR2JS
58 Oxford St., Paddington, 2021
(near Victoria Barracks) Ph: 33-3980
open normal business hours.
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Amateur
FESTIVAL OF AUSTRALIAN STUDENT THEATRE 1976
Jane Schiller
The Festival of Australian Student Theatre 
was held at Melbourne University this year 
from August 16th to the 29th. Victorian and 
interstate students gathered for two weeks of 
performance, workshop and seminar activity 
— and also recreation.
Festivals of student theatre have been held 
in Australia for some years — Melbourne 
University hosted Theatresphere in 1972; but 
the F.A.S.T. name was first used last year in 
Sydney. It was atthe Sydney Festival that some 
Melbourne students volunteered to host this 
year's Festival; and from the day they returned 
to Melbourne the planning began. Simon 
Pryor, a Drama student from Melbourne State 
College was appointed convenor; a position 
which was unpaid, and, at least from June 
onwards, full-time.
The organizational problems were many, 
and varied from finding accommodation for 
interstate delegates to the blood-out-of-a- 
stone task of finding sponsors. Private 
sponsors were sought — and not found; so the 
organizers were forced to rely on a grant from 
the Australia Council, a grant from the 
University Interim Committee for the 
Performing Arts, and the generosity of the 
Melbourne University Union Board, plus the 
$ 3 0 .0 0  fee paid by each de leg ate . 
Accommodation was an equally large problem; 
it had to be close to the working area of the 
Festival, acceptable to the Health Department,
and above all, as inexpensive as possible. The 
problem was eventually solved by hiring 
caravans and placing them on car parks on the 
University campus. This was positively 
luxurious compared to accommodation at 
previous Festivals; but put a strain on the 
already stretched finances of the Festival. 
Possible tutors were approached by David 
Kendall, Director of University Theatre, and a 
workshop programme was prepared. Student 
groups sent details of productions they hoped 
to bring to F.A.S.T., and Tony Clarke of the 
Education Department Drama Resource 
Centre set about the unenviable task of hiring 
theatre spaces, which would be suitable to 
each group, and were within walking distance 
of the campus. Eventually three University 
theatres were used, the Guild, the Union and 
the Prince Ph ilip , and these w ere  
supplemented bythe hiringofthe Back Theatre 
of the Pram Factory, the Drama Resource 
Centre, the Why Not? Theatre, and La Mama.
Publicity was another area that had to be 
tackled. Letters were sent to every tertiary 
campus in Australia, and an advance party was 
sent to some of the larger Universities and 
Colleges. The major, problem was lack of 
specific contacts in many institutions, so some 
groups remained uncontacted.
The last few days before the Festival were 
hectic; caravans were towed into the 
University, food was bought, and final details
of workshop and performance programmes 
were worked out.
The number of interstate and Victorian 
delegates was disappointing — only 170 
delegates finally attended the Festival. One 
reason for this attendance, which was far less 
than hoped for, wasthe factthat notalltertiary 
institutions had their holidays at the same 
time. Many people would only have been able 
to attend the Festival for one of the twoweeks, 
and decided this was not worth the costs and 
effort involved in travelling down to 
Melbourne. Large numbers of delegates came 
from Queensland even despite the travelling 
involved, and were among the most active 
groups at the Festival.
The most exciting aspect of the productions 
and workshops at the Festival was their 
variety. From Monash University's A Bunch of 
Ratbags, an Australian musical extravaganza, 
to Relationships, a two man show compiled 
from the writings of Strindberg, Donleavy and 
the Queensland group who presented it, 
through a new interpretation of Macbeth 
presented by a Melbourne group, Theatre 
Explorations, productions were varied and 
generally of a high standard. Two plays by 
Samuel Beckett were presented; Endgame by 
Waste Theatre, and Words and Music by 
Rusden State College. Drama students from 
Rusden, who have made Brecht their special 
study this year, performed Roundheads and 
Peakheads and the The Mother, and ran 
workshops on Brecht's work to complement 
their performances. Rusden was among the 
most active groups at the Fesival, also 
presenting One Offshot, a group-devised 
"experiment in creativity”, and Passion, by 
Edward Bond. Sydney University Dramatic 
Society presented Bond's The Sea, a picture of 
the disintegration of society in an English 
coastal village in 1907, and also a highly 
polished production of Sam Shepard's Action. 
Drama students and staff from Melbourne 
State College presented a production of 
M arat/Sade  directed by Lindy Davies, and 
other drama students from the college 
performed two group-devised works; By The 
Light of The Silvery Moon a study in isolation, 
and also a workshop performance on the 
theme of individuality.
Fringe Theatre, a newly formed Melbourne 
student group, performed Durrenmatt's black 
comedy Play Strindberg at La Mama, where 
Griffith University later nonplussed audiences 
with their productions of Bananas and Spider 
Rabbit, which a Queensland critic had 
described as "... the most sickening play — if 
play it can be called — I have ever seen". 
LaTrobe University presented a double bill: an 
entertaining new Australian play in Spanish by
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Griffith University's production of Spider 
Rabbit
Jorge Diaz.
Dutch Treat (everything you get you pay for) 
was presented in the Back Theatre ofthe Pram 
Factory and played to large and appreciative 
audiences. This was one of several shows 
presented at F.A.S.T. by the Popular Theatre 
Troupe from Queensland, who also appeared 
at last years Festival in Sydney. Edward 
Albee's Zoo Story, a study of the farce and 
agony of human isolation was presented by 
Frankston State College in the Prince Philip 
Theatre, and audiences who returned to this 
theatre a few days later were treated to one of 
the highlights ofthe Festival: a production of 
Lay-by by the Old Nick Company from 
Tasmania-.
Lay-by was written by a number of young 
British playwrights, including Howard Brenton 
and Snoo Wilson. It was variously described by 
British critics as "...a breakthrough in modern 
theatre...” and "an appalling pieceoffilth...”. A 
frightening portrayal of attitudes to rape in our 
society, Old Nick's production was expert and 
not frivolous or self-conscious as it could have 
so easily become. It was a great pity that the 
majority ofthe Melbournetheatre-going public 
chose to disregard F.A.S.T. performances, 
although they were adequately advertised in 
the daily press, for productions like Lay-by and 
the equally excellent Macquarie University
productions of Love Food by Dinah Brooke, and 
The Lover by Harold Pinter, are not often seen 
here.
Workshops also covered a wide range — 
from tap-dancing to make up classes. Albert 
Hunt from Bradford University came out from 
England to run workshops in Theatre In 
Education. The Australian Performing Group 
taught delegates some of the acrobatic skills 
used in their Community Theatre Shows, and 
Alison Richards from the A. P. G. ran workshops 
based on the poetry of Sylvia Plath and 
Gertrude Stein. Margaret Lasica from the 
Modern Dance Ensemble took movement 
classes every morning, and delegates could 
follow these with Nancy Black's voice classes, 
based on the work of Rowena Balas, and 
designed to make the best and most rational 
use of the actor's vocal resources. Linzee 
Smith from the A.P.G.anda groupof delegates 
workshopped Peter Handke's Calling for Help 
and presented it to other interested delegates. 
Jack Hibberd was available to discuss new 
scripts written by delegates. Bruce Kerr from 
Melbourne took workshop sessions on 
contemporary commedia dell'arte characters 
and situations, and Charles Kemp led classes 
on absurdist playwrights, discussing the 
special skills and techniques needed to act the 
plays of Beckett, Vian and others. Delegates 
used the facilities of studios at the Melbourne 
Conservatorium of Music to create their own 
music under the guidance of Barry 
Cunningham and Paul Turner. David Lander 
from Melbourne State College worked on 
improvisation towards a performance. 
Mythology and culture in theatre were the 
themes of workshops run by Algis Butavicus 
from Griffith University. David Kendall took 
introductory classes in movement psychology, 
the concepts of actions, working actions and 
activities, based on the work of Rudolf Laban. 
Delegates generally found workshops 
stimulating, and wentbacktotheirown groups 
with new ideas and skills.
A series of seminars on the state of student 
theatre in Australia were held throughout the 
Festival, where delegates described the 
problems of their own groups, and how they 
were attempting to overcome these. Among 
the subjects discussed were those ofthe role of 
student theatre in tertiary institutions and in 
theatre generally, the funding of student 
theatre activity, the effect of the growing 
number of formal drama courses at 
universities and colleges on student groups, 
and the boom/slump phenomena evident in 
the activity of most student theatre groups. 
These seminars were chaired by Bruce 
Knappett, Dr. John McDonald of Monash 
University, and David Kendall. The variety of 
experiences of groups meant that seminars 
were extremely interesting to all who 
attended. Delegates from Flinders University 
Student Theatre who run their society on a 
$600.00 yearly budget were amazed to hear 
members of the University Dramatic Society 
from Perth blithely discussing their 
$64,000.00 annual turnover, and a budget for 
one production of close to $10,000.00. One 
aspect of production that was obviously 
important to all delegates was the availability 
of theatre space — some groups had space 
available to them rent-free, or at a minimal 
charge, while others were faced with bills of up 
to $80.00 an hour for a theatre with a seating 
capacity of only 200. The general feeling of 
delegates was that an available and 
inexpensive space, suited both to the 
requirements of the group and their expected
M A K E  U P  H IN T  N o . 2  —  F R O M  L E IC H N E R  
O F  L O N D O N
S u g g e s te d  basic  m a k e -u p  re q u ire m e n ts  fo r  
Y O U N G  W O M A N
No 78 Spot-Lite pencil 
Touch of No 9 on eyehollow 
Eyeshadow on lids 
No 78 Spot-Lite pencil 
Highlight on top of bone 
Shade sides of nose 
Cheek tint
Slight shadow beneath bone 
Lip colour
Th is  is a " s t r a ig h t"  m a k e -u p . F o u n d a tio n , 
h ig h l ig h t s  a n d  s h a d o w s  a r e  u s e d  to  
a c c e n tu a te  y o u r  o w n  fe a tu re s . Foundation 
—  N o . 3  M id  P ink — N o . 5 3  P eac h  S p e c ia l —  
N o . 5 4  M id  P eac h  o r s u ita b le  N o . 5 / N o .  9  
b le n d . Shading —  use F o rm  C  N o . 1 6  —  D e e p  
B ro w n , b le n d e d  w it h  F o rm  G  N o . 2 5  
C rim s o n  Lake. Highlights —  F o rm  C  N o . 5  is 
u s u a lly  m o s t e f fe c t iv e  —  o r  N o . 3  —  or N o . 
2 0  W h ite , u n d e r s tro n g  lig h tin g . Cheeks — 
F o rm  C  N o . 9  B ric k  R e d  on  c h e e k b o n e s , 
fa d in g  in to  F o rm  G  C a rm in e  1 o r  2  on  
fu lln e s s  o f  c h e e k s . Lips —  F o rm  G  C a rm in e  1 ,  
2  o r  3 , s o m e tim e s  w ith  a lit t le  N o . 2 0  W h ite  
o r N o . 9  B rick  R e d . Eyes —  to u c h  o f  N o . 9  to  
e y e h o llo w . F o rm  G  L iners in B lu e , G re e n , 
M a u v e , G re y  o r  B ro w n  as E y e s h a d o w  on  
u p p e r lids. L ine a lo n g  lin e  o f  las h es  w ith  N o . 
7 8  S p o tlite  W a x  P e n c il (o r lo n g  w o o d e n  
P enc il) an d  th e  s a m e , a lo n g  d ire c tio n  o f  
h a irs , on  e y e b ro w s . M a s c a ra  o r  fa ls e  
e y e la s h e s . Powder —  w ith  R os e  o r  N e u tra l  
(o r B ro w n is h  fo r  a d a rk e r  m a k e -u p ), p a t w e l l  
in an d  d u s t o f f  w ith  s o ft  c o t to n w o o l p a d . E au  
de Lys L iqu id  M a k e -u p  to  n e c k , lim b s  an d  
b o d y . C o p y r ig h t.
audience was essential for lively student 
theatre to take place. Another point stressed 
was the continual need to train new members 
in all aspects of production, so that a group 
does not continually rely on the same people 
and thus become stale, orfall apart when these 
active members leave. Formal drama courses 
were discussed at length, and the feeling of 
most delegates was that these could have a 
stifling effect on student theatre activity, if a 
working relationship between the two groups 
was not established at the outset.
The recreational aspect of the Festival was 
extremely successful. The A.P.G. Community 
Theatre Troupe and Captain Matchbox gave a 
concert on the opening night which was very 
entertaining, and Melbourne folk-singer 
Danny Spooner entertained delegates for an 
evening. Most recreational activities were 
unplanned however, but delegates entertained 
themselves in the way that only a group of 
close on 200 tertiary students can.
Despite funding problems and a relatively 
poor attendance, the Festival was on the whole 
a success, with many excellent productions, 
stimulating workshops and the interchange of 
ideas that isthe essential part of any Festival of 
this nature. So now we can only spread the 
ideas and skills learned at the Festival, and 
hope that financial difficulties do not hinder 
the organization of F.A.S.T. '77, which will be 
held in Perth.
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Two years ago Kazimierz Braun was 
appointed as artistic director to Teatre 
Wspolczesny in Wroclaw; he is an outstanding 
director, reputable critic, and author of some 
notable books on world theatre. Having gained 
considerable recognition for his production of 
Biale Malzenstwo (White Marriage) by Polish 
playwright Tadeusz Rozewicz (produced in 
Wroclaw in 1975 and in the U.S.A. at the 
beginning of 1976), Braun in 1976 staged 
Anna Livia by Maciej Slomczynski, the well- 
known Polish expert on, and translator of, 
James Joyce. The play was based on Joyce's 
biography and particularly on Ulysses, 
Finnegan's Wake, and some of his poems (the 
title and the protagonist's name was taken 
from Finnegan's Wake).
Braun's production, aided by Zbigniew 
Cynkutis, one of Grotowski's actors, was 
undoubtedly a first class product of this time in 
Poland. I would not hesitate to reckon it as the 
best within a few recent years in this country. 
Were I also to say briefly what had mainly 
contributed to that success, I would promptly 
mention the text by Slomczynski and the stage 
creation of Teresa Sawicka who played the 
protagonist. Text must always remain the basis 
of theatrical realisation, but in the case of Arma 
Livia it was more open to interpretation; not 
attempting to impose his vision of the 
characters on the cast the author thus left 
them free to complete its developmentthrough 
their work. The director could not have chosen 
better than to trust Teresa Sawicka with the 
lead. Sawicka, an actress of Bergmanian 
appearance and temperament,filled it with the 
genuine power of her own knowledge and 
experience and brought out the veristic truth 
about woman. Her character appeared the 
symbol of Great Life, Great Love, Great 
Woman .... Sawicka's identification with Anna 
Livia became total and veritable so that the 
viewer entered into the spirit of the play to the 
point of being ready intellectually and 
emotionally to share the truths and thoughts of 
the protagonist.
Another outstanding production of that 
period was El sueno dela razenfGdy rozum spi) 
by Antonio Buero Vallejo, produced in Teatr 
Na Woli, Warsaw. The play was directed by 
Andrzej Wajda, one of the most reputable film 
directors in Poland. The source of Vallejo's play 
was the biography and the legends connected 
with the great Spanish painter Francisco Goya. 
The Spain presented is that of the dark days of 
the Liberals' dictatorship, the period of 
contempt and power excess. This, though an 
everlasting motivation for artists' protests 
against autocracy, contains all the same many 
problems of deep human concern. The figure of 
the painter was played by an experienced actor 
of the Polish stage, Tadeusz Lomnicki.
El sueno dela razen and Anna Livia, though 
different in theme, have some qualities in 
common. They both deaI with the ph ilosophy of 
human existence, the truth of changing values 
and ideas. They were both produced with the 
utmost zeal and mastery, which resulted in 
great strength of appeal to the viewers' 
intellect and emotions. That is why I consider 
them the most interesting products of the first 
half of 1976.
That the performances mentioned above are 
rated “the best" may provoke enquiry as to 
why no other contemporary play has reached 
that standard.
It is frequently said nowadays, both by 
professionals and the public, that the Polish 
contemporary drama has arrived atthe point of 
decline and consequently theatre is declining 
too. This fact seems to prove — at least now
International 
THE POLISH SCENE
A PERIOD OF OVERSTRAIN
Bogdan Gieraczynski
BOGDAN GIERACZYNSKI is a well known and resoected 
Polish theatre journalist, as may be gauged from the fact 
that he alone of all his profession was recently granted an 
interview with Ryszard Cieslak, Grotowski's leading actor. 
Here he surveys the last six months of Polish theatre.
In the first half of 1976 Poland recorded but a 
few notable stage productions. But it is only 
natural that any country, though of rich 
theatrical traditions, has its periods of 
overstrain. Two events, however, went far 
beyond the average and can be ranged 
amongst the best for their originality and 
perfection.
Teresa Sawicka Photograph: Jan Bortkiewicz
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and in this country — what Grotowski once 
said on this matter; 'Theatre becomes an 
obsolete art, people give it less and less 
atten tio n  and, though it gives out 
masterpieces, it exists in inertia."
For quite a time no really outstanding plays 
have appeared in Poland. And if there have 
been any that might approach that level they 
were not actually topical. They did not depict in 
a veritable way the present-day condition of 
the Polish people (nor of the present-day 
world). It is a drama of abstraction.
Theatres, therefore, prefer classics or 
"contemporary classics", the latter term being 
appliedtoe.g. Witold Gombrowiczor Stanislaw 
I. Witkiewicz. And this policy is not, as might 
seem at first glance, an injustice to the 
contemporary playwrights. It is a mere 
necessity that must be observed to prevent the 
spread of rubbish.
To illustrate this statement, general as it is, 
one might examine the repertoire of the annual 
festival of the Polish contemporary drama, held 
in Wroclaw. This year none of the five plays 
presented reached anyfavourable recognition. 
Another example: the plays by Urbankowski, 
Ryniewicz and Iredynski, produced tms year 
in Krakow, which has traditionally been the 
place of high achievements in this fie Id, gained 
the opinion of being trite. These two examples 
may be a meaningful sample of our 
contemporary drama.
Two highly appreciated authors of 
exceptionally good and original plays, Tadeusz 
Rosewicz and Slawomir Mrozek, are not, 
although at their best, able to supply the 
demands of over one hundred theatres in 
Poland, and the result is that most Polish
theatres present their plays simultaneously.
Despite all these complaints about drama in 
general both on the part of the public and the 
critics, it would be riskytosaythattheatre,asa 
place of average art production, remains in 
constant boredom and misunderstanding. On 
the contrary, what is typical of this medium is 
its possibility of being able to transform a poor 
text into an interesting performance. And this 
is not so very rare: some performances in the 
first half of 1976, although far from inspiring, 
were not valueless either.
As an example one might mention Teatr 
Nowy (New Theatre), Lodz, with its Garbus 
(Hunchback) by Mrozek, originally and skillfully 
directed by Kazimierz Dejmek. The same play 
was produced in Teatr Stary (Old Theatre), 
Krakow to much poorer effect, directed by 
Jerzy Jarocki. To compensate for this failure 
Teatr Stary presented W y z w o le n ie  
(Liberation) by Stanislaw Wyspianski, directed 
by the late Konrad Swinarski, one of the most 
talented directors of the recent years in Poland 
(Swinarski died in 1975 in an air crash). To 
close this brief review of those neither good 
nor bad productions I will also mention 
Mickiewicz prepared by Adam Hanuszkiewicz 
in Teatr Narodowy (National Theatre) in 
Warsaw. It is a sort of reminiscence of a great 
Polish Romantic poet, Adam Mickiewicz.
Through this sketchy and incomplete survey 
of the Polish dramatic output of the first half of 
1 976 I only wish to set out the contemporary 
and possibly objective view of it, refraining 
from complaints as well as from undeserved 
compliments. And if the reader finds that the 
Polish theatre is in a temporary recession, he 
will probably be right.
Empress Filissa's Menagerie by Frank 
Wedekind
AUSTRALIAN CENTRE- 
INTERNATIONAL THEATRE INSTITUTE
The International Theatre Institute would 
like to announce that it is publishing a booklet 
entitled A Short Guide To The Australian 
Theatre. The first letter from this office 
requesting basic information from the various 
theatres around Australia was sent in May. If, 
as yet, any theatre has not found time to 
answer the request I would be most grateful to 
hear from them withinthe week. Obviously the 
booklet, being as it is, based on the yearto year 
running of each theatre (including subsidy, 
capacity and future plans,) needs to be 
presented timewise within the limits 
presented by the yearly reconsideration of 
funding and the fulfillment of projected plans 
to make it viable. Consequently information 
not garnered by the end of September must 
mean inclusion in the first hand-book will be 
impossible and theatres finding themselves in 
this position should present me with details of 
their theatre for inclusion in the follow up copy 
next year.
XI WORLD FESTIVAL OF THEATRE; The
eleventh World Festival of Theatre will be held 
in NANCY, FRANCE, April 28 through May 8 , 
1977. Theatre groups and theatre specialists 
who wish to be considered as candidates for 
participation must submit applications to the 
Festival Office by OCTOBER 30, 1976. The 
application should include a detailed history of
the company; a description of the method of 
work; a scene-by-scene analysis of the 
production to be presented; a synopsis of the 
script action; four photographs of the 
production. Between December 31 & March 1, 
Festival Representatives will visit groups in 
their various countries to see their work. No 
group will receive a definite invitation before 
the work has been reviewed by a delegate of 
the Festival. All travel expenses are to be paid 
by the invited companies; the expenses of the 
groups while they are in Nancy are the 
responsibility of the Festival. Since its 
founding over twelve years ago by Jack Lang 
and a team of students and artists the Nancy 
Festival has presented 350 companies from 60 
countries. In 1975, two hundred thousand 
spectators attended the performances.
For fu rth e r in fo rm ation : M ichele  
Kokosowski (Artistic Director) Bureau de 
Festival in Nancy, 109 rue de Metz, 54000 
Nancy, France.
THEATRE OF N A TIO N S : At the XV
CONGRESS OF THE ITI, MOSCOW, 1973, a 
new formula for the THEATRE OF NATIONS 
was adopted, whereby its International Season 
would be organized each year in a different 
country, its program would include 
outstanding productions "revealing the main
tendencies in the evaluation of the modern 
theatre." An agenda of symposia, laboratory 
and workshop activities devoted to "the search 
for new subjects and forms of scenic art" was 
also projected. The first season of the Theatre 
of Nations was organized by the POLISH 
CENTRE OF ITI and held in WARSAW, June 8 - 
28, 1975. Here 18 companies from 16 
countries offered 50 performances of 21 plays. 
The second season was planned by the 
BELGRADE INTERNATIONAL THEATRE 
FESTIVAL (BITEF) and took place in 
BELGRADE, YUGOSLAVIA, on September IQ- 
30, 1976.
ITI ... U.S.A.: "Our thanks to festivals 
throughout the world for responding to our 
request for production schedules. This 
information has been of great value to theatre 
critics, spectators, and companies interested 
in attending performances. NOWWE ASK FOR 
YOUR 1976 illustrated program/brochures to 
add to our clearing house of festival 
information. Our purpose is to spread 
knowledge about international festivals, to 
build audiences, to facilitate participation by 
touring companies."
Please send material to: I.T.I. of the United 
States, Inc.,
1860 Broadway,
New York, New York. 10023
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Technical
THE CH ARACTER
Dennis Irving
DENNIS IRVING has been with Strand Electrics from its 
early days in Melbourne and is now National General 
Manager He is the past National President of the 
Illuminating Engineering Society of Australia — a body 
concerned with fixed functional lighting beyond just the 
theatrical, and he is currently Vice President of the 
Association of Theatre Technology (Vic).
Until around 20 years or so back stage 
performances went on in theatres all over 
Australia with only the very basic equipment 
essentials, generally made up by bits and 
pieces produced by the theatres' own staff or 
copied by the local engineering establishments 
from pictures in trade journals. This situation 
was altered by the practice of buying 
productions from overseas. My Fair Lady, for 
example, where the contract had specific 
reference to standards of set, costumes, 
lighting and so on, which were impossible to 
achieve with poor quality equipment. More 
recently, the availability of mass airtransport 
has made physically possible the organisation 
of visits to Australia of whole Companies like 
the Royal Shakespeare or New York City Ballet, 
who expect to be able to walk into a theatre no 
more than 48 hours, or even 24 hours before a 
performance, which means that the technical 
standards must be equivalent with their home 
countries, and the details as compatible as 
possible. Hence theatres here are now 
realising that it is necessary to incorporate 
advanced technical equipment of world 
standard. Although the capital costs are high, it 
is possible to balance these against the 
benefits obtained, both in terms of running 
costs and sheer feasibility of inter-continental 
touring. This situation is bound to strengthen 
as productions become more demanding, 
whilst trained theatre staff are more expensive 
and more difficult to find.
The use of the term "world standard"has its 
own difficulties, because theatre technology 
tends to vary in the three main geographical 
areas of design leadership. Each area has its 
own favoured techniques which by accident or 
design are notfully compatible with the others, 
the least problem of this type being with audio 
equipment.
It may be of help to consider the present state 
of art in the three main sections of theatre 
technology, i.e. stage machinery, stage 
lighting, and audio equipment.
Stage machinery has certainly the longest 
history, from Greek times to the present day, 
and covers the whole gamut from major props 
through curtain tracks on the one hand, to the 
enormous structures which appear around 
stages in Europe and occasionally in England,
OF AUSTRALIAN 
T E C H N O L O G Y
and the still larger and more elaborate 
arrangements favoured in America, which 
have the aim of making one major auditorium 
suitable for use in a number of different guises. 
Mechanical props are irrelevant to this 
discourse, but it is interesting to trace the 
development of scenery handling equipment 
according to production styles and changes in 
technology. Around 40 years ago the majority 
of productions relied on flat lighting and flat 
scenery, the only third dimensional 
impressions being given by highly skilled 
scenery painters. This flat scenery was either 
pushed on from the wings or hung from a grid 
overhead, initially being suspended by simple 
rope sets, then with sand bag weights and later 
with various types of counterweighting, each 
with differing degrees of cost and ease of 
operation. For the smaller theatres, good 
quality single purchase counterweighting will 
remain for many years, but the trend to larger 
and larger built pieces of scenery and the use 
of movable wagons in conjunction with flown 
pieces means that we are faced with the twin 
problems of needing to carry greater weights, 
at the same time restricting the travel of the 
counterweights, in order to have free wing 
spaces. The engineers’ immediate answer to 
that is to use double purchase, thereby halving 
the travel but doubling the weight. Anyone 
who has suffered the problems of a major get 
in at the Adelaide Festival Theatre, will know 
that in terms of timeand effort, this has to be a 
poor solution, although the cheapest. 
Currently, work is proceeding in a number of 
countries on the use of electric flying systems, 
the development of which was hindered until 
recently because of the technical difficulties of 
providing precise variable speed and 
positioning with equivalent range and 
accuracy to that obtained by experienced fly 
men working hand lines. This is now possible 
using DC or variable frequency systems, but 
the capital cost is large, partly due to control 
problems and partly because of the necessity 
to comply with safety regulations. Having built 
the hoisting devices themselves, one is led to 
consideration  of the control panels  
(paralleling the developments of lighting 
control systems) in terms of decisions on 
numbers of controls, complexity of presetting, 
mastering and so on. In America a number of 
small theatres are being equipped with electric 
flying systems based on the use of single line 
hoists capable of being synchronised in 
various groups dependent on requirements. 
This technique is flexible, but again has high 
capital cost even in America where the safety 
regulations are lax in comparison with our 
own.
German large theatre techniques have less 
emphasis on scenery flying due to their 
extensive use of open grid productions with
large wrap around cycloramas, so one sees a 
small number of large capacity winching 
units with equally large control desks and 
teams of men to operate them. There is greater 
emphasis on stage lifts and revolves and the 
transport of larger pieces of three-dimensional 
scenery horizontally and vertically (down) to 
various storage positions. Certainly the capital 
cost of that kind of equipment is beyond the 
reach of the average Australian theatre, and 
there are some doubts as to its advisability in 
any case.
A brief mention must be made of multi use 
auditoriums, which have been described by 
other authors as multi-purpose cum no- 
purpose. There are many examples in America 
of big civic or academic buildings with variable 
ceiling and proscenium arrangements 
enabling the seating capacity andvolumetobe 
altered for concert, operatic, or drama 
occasions, and the protagonists of these 
buildings are convinced that their solution is 
correct. Equally the European and English 
attitude is much more to build civic auditoria in 
groups each devoted to one particular class of 
work, and this is the trend which is now 
appearing in Australia in projects such as the 
Sydney Opera House, Adelaide Festival 
Theatre complex, and others being planned in 
Melbourne and Brisbane.
A final passing observation on stage 
machinery generally is that there is a much 
greatersenseof self-sufficiency in Australia by 
theatre staff than in England — West End 
productions such as Billy, Blitz, Man of La 
Mancha etc. had expensive purpose built 
mechanical devices which were supplied as 
outside contracts by the traditional stage 
machinery companies. Here, such devices are 
usually built by the mechanists themselves, in 
a manner similar to University theatres in 
America, with the difference that these latter 
usually have large and extremely weh 
equipped workshops which would be the envy 
of any of our local staff.
Stage lighting, although more recent 
because it had to await invention of a suitable 
light source, is the most essential technical 
ingredient for all forms of theatre, whether 
proscenium, round, square or whatever, from 
the "alternative" described in Vol. 1 No. 1 of 
this Journal, to the biggest of grand opera. For 
a while it was sufficient merely to be able to 
produce illumination with some overall 
variation in colour and intensity. Then 
designers realised the potential of direction, 
intensity, colour, and shadow — their 
persistent requests for optical control of these 
parameters brought technical progress in 
lanterns ('lum inaires' or 'instrum ents', 
dependent on where you were brought up), 
from simple open sided boxes to optica I devices 
giving precise control of beam shape and size. 
These are typified by two lanterns which are 
virtually industry standards, that is the Strand 
Pattern 23 in 240-volt English-speaking 
countries, and Strand Century Leko ellipsoidal 
spotlight in America and other 120-volt 
countries. Here an element of patriotism is 
demonstrated by the relative lack of 
acceptance of each of these devices in the 
other countries. Neither type has a German 
direct equivalent, German lighting tending to 
be by use of large areas of very soft lighting 
using high wattage lanterns of comparative 
simplicity, working at long throw. The 
Continental large cyclorama mentioned earlier 
also lends itself to tne use of large area low 
intensityfluorescent lighting equipment which 
is only satisfactory if placed a long way from 
the cloth, a requirement which is physically
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Original production of Jesus Christ Superstar the Capitol, Sydney. Photograph: Greg Desmond.
impossible unless one has the large stage 
common in Europe. The lighting of cycloramas 
from close range almost defeated theatre 
technicians, and salvation came from some 
developments intended for television studio 
work. An Italian unit makes possible uniform 
lighting of high cloths from close range — first 
tried  in the th ea tre  we believe in 
Glyndebourne, England, and very shortly after 
in the Adelaide Festival Theatre.
Television development also played a large 
part in the solution of the other side of the 
stage lighting problem, that of control of the 
light sources in termsof intensity. Anyone who 
has read early French's acting editions will 
know how lighting plots used to be in terms of 
three colours and white in simple mixes to 
achieve the desired result. Stage lighting 
designs employing hundreds of individual 
lanterns, each covering a particular area with a 
particular colour, ideally required individual 
control of each source. Even when simplified 
by grouping lanterns where possible, the 
operator can still be faced with several 
hundred variables each of which havetobeset 
to the right level by objective decisions of the 
designer. The subsequent repetition and 
transition of these can be an ergonomic 
nightmare.
On small installations such as Darryl 
Wilkinson's Alternative theatre, it is still 
reasonable to use multiple individual controls, 
and too expensive to use extra electronic aids. 
It is now commonplace, however, for systems 
of say 80 channels or more to use digital 
techniques for recording and re-calling of 
lighting combinations, which any recently 
graduated electronics engineer would tell you 
is a simple task. The rub comes in providing a 
system which enables the operator to keep 
pace with the variable whims and changes of 
producers and designers; the inevitable 
differences between each night's production 
and the others in the run; the necessity for 
skipping backwards and forwards, overriding, 
changing and so on. All lead to the 
development of very complex systems such as 
the Lightboard recently installed in the new 
National Theatre in London. This system was 
not developed by engineers and then sold — it 
was the direct result of a detailed performance 
specification produced by the consultants for 
the project, who are themselves practising 
lighting designers.
Again we have area differences in 
technology. The German theatre is used to a 
team of highly trained operators, whatever 
electronic aids are used they still expect to see 
a series of individual controls ^hat move with 
every change, or latterly the use of cleverly 
engineered individual meters and associated 
potentiometers which amount to the same 
thing. English technology has been moving to 
larger and larger numbers of dimmers such 
that the space required for one control per 
channel is too great, hence calculator machine 
type key boards are used to address particular 
dimmers. The Americans prefer to minimise 
the number of dimmers and to group lanterns 
together, either with a large permanent 
patching system or with a rig designed for a 
given production. Memory lighting control 
systems have only recently been accepted in 
America, but it is interesting to note that a most 
recent musical, A Chorus Line, which is now 
starting a series of international touring 
productions, has, at the insistence of its 
lighting designer, Tharon Musser, contractual 
requirement that a memory system shall 
always be used. Anyone who has seen the 
show, and the rapid series of complex lighting
changes therein, will immediately understand 
why.
The control technology now available is well 
capable of keeping up with the demands of the 
designers, and lighting development must now 
swing back to the development of lanterns 
capable of better performance and greater 
ease of adjustment.
Finally, Audio. This is the most recent 
technology to concern theatre people because 
until not long ago it was a source of pride for 
performers that they could make themselves 
heard clearly in the largest of auditoriums. The 
advent of electronic amplified instruments, 
larger stages and larger auditoriums, made 
this a more difficult achievement — ally this 
with the fact that a number of performers must 
now live by both theatre and television, with 
the consequent necessity of developing 
microphone technique, and it can be seen how 
multiple microphony becomes established in 
the theatre as well. The best example to be 
seen in Australia is perhaps Jesus Christ 
Superstar. The equipment for that formed part 
of the production costs, and toured with the 
show, but we will probably see the introduction 
of multi channel mixers and associated 
equipment as part of permanent theatre 
installations before long. As well as 
reinforcement and variation of voice and 
'music' emanating from the performers, 
theatre audio installations must also be able to 
provide incidental sound effects and music 
when required, often at high levels and from 
many locations around the stage and 
auditorium. The topic is relatively young, 
interesting, and should be covered in more 
detail on another occasion. Again, television 
has assisted, some of their high quality sound 
equipment being brought to the theatre as, for 
example, with Black and White Minstrels, 
which was in fact a television production 
transferred to live theatre, using a mixture of 
recording and live sound, blended to the extent 
whereby few members of the audience could 
pick the transition.
In general it can be said that despite the 
increasing capital cost of technical equipment, 
major theatres will continue to use the latest 
technology for control of machinery, lighting 
and sound, in response to pressures from 
writers, directors, actors and others for 
increased facilities, and to the increasing cost 
of manpower. This is by no means to dispute 
the viewpoint of the alternative theatre 
previously mentioned, who must always have 
a need for simple manual devices of the utmost 
flexibility for class rooms, studios and 
experimental work, and for the intermediate 
stages of theatre where its practitioners are 
developing from part time to full time, and from 
simple to complex productions.
One of the problems facing those 
responsible for decisions on technical 
installations is that the betterthe quality ofthe 
installation, the better and therefore less 
obtrusive the results. Hence it is sometimes 
d ifficu lt to persuade hard pressed  
managementsthatthere is indeeda realreturn 
on the money expended. The recent formation 
of the Associations of Theatre Technology in 
South Australia, Victoria and New South 
Wales is important as it will enable the 
exchange of ideas and experience between 
practioners, and give the technicians as a 
whole a stronger voice to management and to 
financiers to produce better results for 
everyone.
T-A announces a Technical 
Answers Section. Send your 
Questionato:
Dennis Irving,
C/O Theatre Publications Ltd. 
7 President Place,
New Lambton Heights, N.S.W. 
2305
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Opera
David Gyger interviews
JO H N  CO PLEY-PEREN N IAL
PRODUCER
"Something they don't quite understand 
about opera directors is that you change your 
casts so many times ... it doesn't really happen 
in the straight theatre,'' says John Copley. He 
is munching a chicken leg between phrases, 
having a light lunch on the open terrace north 
of the Sydney Opera House surrounded by the 
busy harbor and a team of reporters from 
Theatre Australia. Overhead the gulls screech 
and circle in the bright sun; the passing boats 
occasionally toot at each other in friendly 
greeting.
"You suddenly have a new Susannah who is 
totally different temperamentally from the one 
you had before and this affects everybody. She 
might be different physically; she's certainly 
quite different emotionally."
It's a lovely place to relax in the middle of a 
hectic day of rehearsal; quite a change from 
Covent Garden, London, where Copley is 
resident director. But he is no stranger to 
Australia or the Australian Opera, either: each 
year since 1970, he has worked with the local 
company.
"There's a certain line that you follow 
because that's what you think Susannah is 
about, but the way that particular person does 
it ... the whole thing is completely changed." 
Copley is talking about the character of 
Susannah in Mozart's Marriage of Figaro 
because that's the opera that's closest to the 
surface of his mind: he is re-producing it for a 
few Sydney performances, the first of them 
under Richard Bonynge, beginning in a few
John Copley. Photograph: A .0.
days time. Most of the cast is the same this 
year as it was in his 1971 original.
"Actually," he says, “this cast is amazing 
because in five years they have actually 
developed. They're able to dotwice as much ... I 
don't mean in business, busy business, but in 
emotional terms." Which is expanding the 
original concept of his production. "If you kept 
it the same it would be awful," he says.
But inevitably there are problems when you 
change casts frequently. It's not so bad if you 
can break in the new singer yourself; but what 
if you can't?Copley contemplates fora moment 
before he answers: "Ah w •'ll," he says, "that's 
one of the big problems in opera today: finding 
talented assistants or talented young directors 
who can do that. This probably sounds 
egocentric, but I was one of those ....
"People like Zeffirelli and Visconti were very 
happy to leave me in charge of a production 
because I was actually (it sounds awful) 
talented enough to know how to deal with Tito 
Gobbi going into it when Geraint Evans had 
done it before. The other thing is that the 
minute that any of us are that good at it we 
want to do our own work ... I don't do anybody 
else's productions now." But he compliments 
those who have rehearsed his Figaro locally 
during those five years: "I've had very loyal 
people who've tried to keep itthe same ... it's in 
quite good nick."
In times of spiralling costs, this is a major 
problem for opera managements — keeping 
existing productions in good nickovera decade 
or so, by which time they'll be physically worn 
out and fashions can be expected to have 
changed anyhow. And it is a problem that 
particularly affects the local work of John 
Copley, who has directed a new production for 
the A.O. each year since 1970. Though not all 
of them have met with unanimous critical 
acclaim, all are still in the repertory. The list is 
impressive: 1970 Fidelio. 1971 Figaro, 1972 
Rigoletto, 1973 The Magic Flute, 1 §1A Jenufa, 
1975 Ariadne on Naxos, 1976 Cosi fan tutte, 
1977 Madame Butterfly ... Copley is full of 
praise for the development of the A.O. over the 
six years he has known it; when he first came 
to Australia it "had lots of energy and 
whatever, but ... they've done some fantastic 
pieces.”
He interrupts himself, suddenly refocussing 
on the night in 1974 when Elizabeth Connell 
brought the house down with a stunning 
premiere performance as the Kostelnicka in 
Janacek's Jenufa. Edward Downes was 
conducting, Copley sitting nervously next to 
me in the audience waiting to see what would 
happen.
Lone Koppel W inther (Jenufa) in the Australian Opera's production of Janacek's Jenufa. 
Photograph: A. O.
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Rosina Raisbeck (Grandmother Buryja) and 
Ron Stevens (Laca) in Jenufa. Photograph: 
John Walsh.
"Not just because I did it, but that Jenufa is 
as good as any Jenufa in the world ...that first 
night here was just one of those mind-bending 
experiences. It was fabulous musically, the 
orchestra played superbly, the singers were 
totally committed, there wasn't one person 
who wasn't in it from the beginning to the 
end."
And then we step back even further from 
day-to-day reality: what exactly, we ask, are 
the differences between the drama director 
and the opera director? "Oh," says Copley, "it's 
a different world. A basic premise is that in 
opera your tramlines are laid ... your rhythm is 
there because the music goesthrough andyou 
have to orchestrate.
"If you've got recitative that's a different 
thing because your recitatives are like text, but 
if you've got a Puccini or a Verdi your actual 
rhythm is there; they've got to say the thing at 
that particular moment in time. You can't wait 
because if you wait it's too late; they've 
answered before you've said the line. So in a 
way that makes it very easy, because it's really 
paced for you."
Are there advantages in a theatre director 
working in opera? In a word, yes. "They bring a 
very refreshing kind of extension of 
performance. I do think that those of us who 
are opera directors are occasionally terribly 
over-concerned with vocal problems. But a 
straight theatre director might make 
extraordinary demands ... I've seen many of 
them ask for the totally impossible ... ludicrous 
... but nevertheless it can open up something 
that we haven't thought of."
But does Copley himself want to reverse the 
traffic by doing non-music drama? "I'm not 
terribly interested myself in text per se. I love 
going to plays and Hove reading, but I don't feel 
a tremendous thing about doing it. I am 
passionately committed to music ... I'm doing a 
new production of Massanet's Werther, and 
when I listen to the various tapes I've got I hear 
a clarinet or I'm working on the orchestral 
score and I find something that I think is very 
meaningful. That's very exciting to me; I don't
get that from text, which is what the theatre 
people do and that's their job."
When opera has its feet so firmly planted in a 
pre-20th century repertory, though, how can it 
have a contemporary reference and relevance? 
Copley cites three living opera composers — 
Benjamin Britten, Hans Werner Henze, and 
Michael Tippett — who have written excellent 
pieces; but he concedes that most of the operas 
being written at the moment are not very good.
"There's an awful lot of shit about in the 
modern works which ruins the voices," he 
says. "There's a composer in England who 
writes a lot of very fascinating music but it's 
wrecked more voices than we've had hot 
dinners and the singers don't want to know 
because that little box is not only their living ... 
their pounds, shillings and pence ... it's their 
life.
"Some of these composers use the voices as 
instruments when they wantto make an effect, 
which is quite exciting and interesting — and 
there are some people who seem to be able to 
sing all that stuff without any kind of harm or 
danger — but you put that into an ordinary 
opera company and you can be five principals 
less next season."
But he thinks there ought to be a Tippett 
opera in the local repertory and one of the big 
Britten pieces — Peter G rim es  or A 
M idsum m er N igh t's  Dream. "That's a 
marvellous piece,” he says, "and it's very good 
box office ... a lovely piece for the company and 
a lovely piece for the audience."
What does Copley think aboutthe A.O. doing 
Gilbert and Sullivan? "I think it's awfully good 
for the company because it extends them very 
very much ... it's quite a different style. Not to 
mention Offenbach, who is even more 
rewarding ... writes better music. I think
Patience is good and lolanthe is a marvellous 
score, but I don't think the other G & S operas 
are. Offenbach was just a genius ... I'd love to 
do his Belle Helene here but I don't know ... 
they need a sort of style ..."
And what about the war horses of the 
standard opera repertory: how can one be 
innovative when directing new productions of 
them? "It depends entirely on the piece," says 
Copley. "I think there are some pieces like Der 
Rosenkavalier and Traviata and Boheme that 
you fiddle about with atyourperil because they 
don't work." But one can be original even with 
La Boheme, as Copley and his designer were 
recently at Covent Garden.
"The attic has four areas because I always 
think it's very bizarre in Boheme when they all 
obviously sleep in the one bed, those four 
young men ... and that's terribly accepted all 
over, isn't it? Nobody ever actually thinks, 
'There's just one bed in the room; where do 
they go?'
"So the first thing I said when we did the 
Boheme was I want this attic but I wantto have 
four corners where each has got his own pad ... 
you know, Schaunard's got a pianoanda camp 
bed; Marcello's got his couch which the model 
poses on and he sleeps on that; Rudolf's got the 
bed, of course, which Mimi dies on; and Colline 
has got a lovely truckle bed in the wall with the 
books ...that is actually very original but it's not 
a gimmick."
And what of the A.O.'s $1.5 million financial 
crisis? "It's awfully hard tocommentonthatas 
an outsider, but in its most simple terms it's 
terribly little money they're asking for 
compared to any other company in the world. 
You can't considerthatthey're not goingtofork 
out: they must fork out: it's a very important 
company ... a very very high standard."
Cynthia Johston (Susanna), Ronald Maconaghie (Figaro) and Jennifer Bermingham (Cherubino) in 
the Australian Opera's Marriage of Figaro. Photograph: William Moseley.
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Books
PRODUCTION 
H AN D BO O K & 
CURRENCY 
DOLBŒBILL
Helen van der Poorten
The Complete Play Production Handbook,
Carl Allensworth, ed. Ivan Butler,
Robert Hale and Company, London 1976 
Recommended retail price $19.20.
Currency Double Bill, A Lesson in English, 
Barry Oakley, and
The Christian Brothers, Ron Blair, Currency 
Methuen Drama Ltd. Sydney 1976. 
Recommended retail price $1.95.
One looks with interest to a book which 
purports to be "a full library on play 
production", but alas, The Complete Play 
Production Handbook falls short while it tries 
to convey too much. We are informed that 
schoolteachers will find the book very useful, 
and indeed it introduces the novice to the 
notion of directing, to actors'technique, and to 
possible means of auditioning. It also covers 
basic stage lighting (Strand equipment), design 
and makeup, as well as commenting on 
management procedures. Its most useful 
feature is a glossary of stage terms so that you 
can one-up your backstage colleagues with 
theatrical jargon.
CLASSIFIED ADS
PADDY MADDEN Drama Lessons 12 week 
course 65 dollars call Sydney 90-3557.
Paddy Madden: Actress Director, writer and 
cabaret artiste, trained at the Actors' Studio 
New York (and with Utta Hagen).
__ RATES:
20c PER WORD
Unfortunately the elementary approach of 
the book betrays its main fault — that of 
making the simple sound complicated. One 
reads the book with the novice's needs in mind, 
and some matters are made far too difficult at 
an early stage. The elaborate process of 
turning an old piece of bread into simulated 
chicken (to be eaten on stage) in the props 
chapter is undertaken before we understand 
the need for simulation at all, and to me as an 
Australian the suggestion of using root beer on 
stage instead of the real thing is outrageous.
The directing section contains rfiisleading 
information about different kinds of move. One 
pictures with concern the well-intentioned 
amateur learning by heart the variant 
situations in which to use the "direct cross" 
and the "curved cross". Here as elsewhere the 
gesture is made to seem more important than 
the motive.
Having said all this, I should comment that 
the section on stage lighting is direct and 
relevant. It may be that as a sourcebook for 
more experienced theatrical personnel, able to 
take the advice with a grain of salt, this will be a 
useful book. It contains, as an appendix, a listof 
contacts and traditional crew for the English 
theatre scene.
Currency-Methuen are venturing into 
different territory with the first of their new 
"Double-Bill" series, where short plays with 
thematic links are published, one each end, in 
an easy acting edition. I am fearful that this 
idea carries with it the danger that less 
accomplished plays will be linked with 
distinguished ones for the sake of the theme, 
and that readers may ultimately be irritated by 
not getting two excellent plays in one volume. 
In this first double-bill, however,'we have plays 
by two well-known dramatists, Ron Blair and 
Barry Oakley.
Peter Carroll remarks in his comments on 
Blair’s The Christian Brothers, that the play is 
"actor-proof", and it is doubtless to prove this
that Currency has chosen to publish such a 
well-known tour de force along with Barry 
Oakley's more conventional exploration of 
classroom dynamics. Certainly, if one. can 
erase temporarily from the memory Carroll's 
own performance of the brother, the play reads 
very well as a written text, with perhaps some 
problems of timing arising from the printed 
monologue form. Of course the play is only 
technically a monologue, as the audience- 
class, the invisible pupil, and the agnostic 
maths teacher next door are real presences. 
Strangely enough, underneath the general and 
plural title. The Christian Brothers, Ron Blair 
allows us an intimate and personal glimpse of 
the lonely Brother.
By contrast, the more specifically titled A 
Lesson in English reveals a pretentious and 
often unconvincing schoolteacher. Barry 
Oakley makes it clear to us in his comments 
after the play that he sees the teacher as a 
scapegoat, and although he dramatizes this 
when school inspectors and the boy turn upon 
his teacher, Oakley makes him unattractive as 
he mixes his attempts at "hip" language with 
the jargon of tertiary academia. The Marvell 
lesson, the overt enjoyment of corporal 
punishment, and the teacher's sexual 
motivations are not handled with subtlety. Of 
course Oakley's character is dramatized with 
an outward and visible class present, so we are 
automatically distanced from him. Blair's 
brother is shown in isolation, and the privacy of 
his visions is shared by us as we become his 
class.
The social battles of Barry Oakley's 
classroom are matched by the specifically 
Catholic ritual of Ron Blair's. Fr. Ed Campion 
throws some additional insights into 1950's 
Catholic schooling in this edition, and the 
variety of critical material from an actor, a 
playwright, a priest and the critics will provide 
useful source material for anyone presenting 
these plays.
FRANCIS REID LECTURES
Francis Reid, editor of TABS since 1974, 
author of "THE STAGE LIGHTING HAND 
BOOK" and an acknowledged master of 
lighting design will be in Sydney from the 18th 
to the 22nd October and will conduct a series 
of courses and seminars at the Parade Theatre, 
Kensington.
3 DAY BASIC COURSE 18th — 22nd 
October 1 976 9.30 - 4.30 daily 
Two public lecturers will be held on the 19th 
and 21 st October — the 19th will be directed 
towards amateurs — the 21st towards 
practising architects. Both lectures will be at 
8.00 p.m.
I N F O R M A T I O N :  D I A N A  S H A R P E ,  O L D  T O T E ,  
6 9 9 -9 3 22
Next Month
Mary Davies on REG LIVERMORE 
and TRACY LEE.
Michael Cove's new one-acter 
FAMILY LORE.
Ian Buckland on BRODZIAK
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